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Arne,  Thomas  A.— Twenty  Songs i 

Bach,  J.  S. — Twenty  Sacred  Songs i 

Beethoven.— 'Twenty-six  Songs  (Vol.  I.) i 

'Seventeen  Songs  (Vol.  II.)         ...  i 

"Twenty-two  Songs  (Vol.  III.) i 

Bell,   W.   H.— A    Set    of    Six    Love    Lyrics,    for 

Contralto  or  Baritone      3 

Bendl,  Karel. — *Gipsy  Songs.     First  Series          ...  2 

Ditto.   Second  Series.    (English  and  Bohemian)  2 

'Twelve  Songs  ("  Loving  Hearts")       2 

"Twelve  Songs.     Set  2.     (Stimmungsbilder)  ...  2 

Bennett,  Geo.  J. — Ten  Songs  (Robert  Burns)         ..  2 

Twelve  Songs  (Shelley  and  Rosetti) 2 

Bennett,  Sterndale.— "Twelve  Songs        i 

*Ditto        Cloth,  gilt  2 

Berlioz. — Summer  Nights  (English  and  French)    ...  i 

Bishop,  Sir  Henry  R. — Twenty  Songs  i 
Blumenthal,  J.— *Two  Booys  of  Song  (Op.  101) : 

Vol  I.  In  the   Shadow.       Vol  II.    In  the 

Sunshine          ...         ...         ...         ...     each  4 

Ditto  Cloth,  gilt     „  6 

Brahms,  J. — Twenty -two  Songs       i 

Selected  Songs  (English,  French,  and  German 

Words).     For  high   or  low  voice.      Eight 

Books each  3 

Bright,  Dora.— Twelve  Songs  2 

Capel,  J.  M. — Just  before  bedtime  (Six  Little  Songs 

for  good  Children)     ...         ...         ...         ...  2 

Cobb,  G.  F.  -Three  Sacred  Songs.     Folio 4 

The  Angel's  Song. 
Not  now,  my  child. 
Blow,  golden  trumpets. 

Twenty-four  Songs  for  Little  People  (Book  i)  2 

-  Ditto          (Book  2)  2 

Dannreuther,  E.— Six  Songs  (D.  G.  Rosetti)        ...  2 

Five  Songs  (W.  Morris)...          ...          ...          ...  2 

Dibdin,  Charles. — Twenty-one  Songs         i 

Dvorak,  Antonin — "Sixteen   Songs  (Op.  2,  5,  17, 

and  31)  2 

Eight    Love    Songs    (English,    German,    and 

Bohemian  Words),  Op.  83    ...         .-.         ...  3 
Elliott,  J.   W.  —  National     Nursery     Songs    and 

Rhymes.         With    sixty-five    Illustrations 

Cloth,  gilt  7 

Franz,  R. — Thirty  Songs        i 

*Fourteen  Songs  (Robert  Burns)          ...         ...  2 

Goetz,  Hermann. — "Eighteen  Songs  (Op.  4,  12,  19)  2 

Gregory,  E.  C.— Six  Vocal  Sketches  i 

Handel. — Twelve  Songs  for  Soprano  ...         ...  2 

Twelve  Songs  for  Contralto      2 

Twelve  Songs  for  Tenor 2 

Twelve  Songs  for  Baritone  or  Bass     2 

Haydn. — Ten  Canzonets        i 

Haynes,  Battison. — Elizabethan  Lyrics      2 

Hill,  Lady  Arthur. — Holiday  Songs  2 

Hook,  James. — Twenty  Songs          i 

King,  H.  J.— Album  of  Songs  3 

King,  Oliver. — Six  Songs  (Baritone)  2 

Liszt. — Twenty  Songs  i 

Loder,  E.  J. — Twenty-one  Songs     2 


HacCunn,  H. — Cycle  of  Six  Love  Lyrics     

Mackenzie,  A.  C. — Eighteen  Songs.     3  Books,  each 

Eighteen  Songs.     One  Vol.        ...       Cloth,  gilt 

Spring  Songs        

Mariani. — Twenty-two  Songs  (Italian) 

Mendelssohn. — Songs.    (With  Portrait.)     Folio. 

Cloth,  gilt 

*Songs,  complete.     8vo  edition  ... 

"Ditto          Cloth,  gilt 

'Songs.     (Deep  Voice) 

*Ditto.  Ditto  Cloth,  gilt 

—  Solo  music  in  "Elijah"  (Soprano,  Contralto, 
and  Tenor)      ...         ...          ...         ...     each 

-  Ditto  (Bass)          

Moore. — Irish  Melodies  

— -  Irish  Melodies ...       Cloth,  gilt 

Irish  Melodies.     (Folio) Cloth,  gilt 

Mozart. — "Nineteen  Songs 

—  The  Songs  in  "  Le  Nozze  di  Figaro." 

4  Books,  each 

-  The  Songs  in  •'  Don  Giovanni."    4  Books,  each 

Newmarch,  Rosa. — Six  Russian  Songs  (Selected) 

Parry,  C.  H.  H.— English  Lyrics  (Set  i)     

(Set  2) 


Ditto 
Ditto 
Ditto 
Ditto 
Ditto 


(Set  3) 
(Set  4) 
(Set  5) 
(Set  6) 


Purcell,  Henry. — Twelve  Songs 

Randeggcr.  —  Sacred    Songs    for    Little    Singers. 
(Illustrated) 

Ditto          Cloth,  gilt 

Rubinstein,  A. — Twenty-five  Songs 

Schubert. — Twenty  Songs  (Mezzo-Sop.)     ... 

Twenty  Songs  (Contralto) 

Twenty  Songs  (Sop.  or  Tenor)... 

*Schwanengesang  (Swan  Songs) 

*Die  Schone  Miillerin  (The  Fair  Maid  of  the 

Mill)     

"Winterreise  (The  Winter  Journey),  Op.  89     ... 

Schumann. — "Songs.    (Folio)  ...      Cloth,  gilt 

— 'Myrthen  (Twenty-six  Songs),  Op.  25  ... 
— "Liederkreis  (Twelve  Songs),  Op.  39     ... 

— "Vocal  Album         

—'Ditto  ...       Cloth,  gilt 

— 'Woman's  Love  and  Life  (Eight  Songs),  Op.  42 
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— "Twelve  Songs  (Op.  35) 

*Dichterliebe  (A  Poet's  Love). 

(Op.  48)  
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Sixteen  Songs 


Stainer,  J. — 'Seven  Songs     ... 

Six  Italian  Songs.     (Mezzo-Soprano) 

-  Two  Italian  Songs.     (Violin  Obbligato) 

Stanford,  C.  Y.— Irish  Songs  and  Ballads 

Tscha'ikowsky. — Twenty-four  Songs  

Umlauft,  P.— *Four  Songs  (Op.  37) 

Various  Composers. — 

English  Folk-Songs 

Old  Ireland  (Irish  Melodies)        

The  Sunlight  of  Song.     Forty-six  Illustrations 

Cloth,  gilt 
Paper  boards 


i  6 

1  o 

2  6 
2  O 


*  These  Songs  have  German  and  English  Words. 
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VOCAL    EXERCISES    FOR    ALL    VOICES 

EDITED,    WITH    MARKS    OF    EXPRESSION    AND    PHRASING,    BY 

ALBERTO    RANDEGGER 


CONCONE 

50  Lessons  for  the  Medium  Part  of  the  Voice.  (Cloth,  33.)    40  Lessons  for  Bass  or  Baritone. 
25  Lessons.      A    Sequel   to   the   Fifty   Lessons    for  the    15  Vocalises  for  Soprano. 

Medium  Part  of  the  Voice.  15  Vocalises   (same  as  above)   for  Contralto  or  Mezzo- 

40  Lessons  for  Contralto.  Soprano. 

Price  One  Shilling  and  Sixpence  each. 

AUGUSTE    PANSERON 

FORTY  MELODIC  AND  PROGRESSIVE  VOCAL  EXERCISES 

FOR    SOPRANO    OR    TENOR. 

IN  Two  PARTS. 

PART  I.  Containing  Nos.  i  to  26.        |        PART  II.  Containing  Nos.  27  to  40. 
Price  Two  Shillings  each  Part. 

FORTY-TWO    MELODIC    AND    PROGRESSIVE   VOCAL    EXERCISES 

FOR    CONTRALTO,    BARITONE,    OR    BASS. 

IN  Two  PARTS. 

PART  I.  Containing  Nos.  i  to  29.        |        PART  II.  Containing  Nos.  30  to  42. 
Price  Two  Shillings  each  Part. 

FIFTY    VOCALISES    FOR    TWO    VOICES 

(SOPRANO  AND  MEZZO-SOPRANO,  OR  TENOR  AND  SOPRANO,  OR  TENOR  AND  BARITONE). 

IN  Two  PARTS. 

PART  I.  Containing  Nos.  i  to  30.       |        PART  II.  Containing  Nos.  31  to  50. 
Price  Two  Shillings  each  Part. 

MARCO     BORDOGNI 

TWENTY-FOUR     VOCAL     EXERCISES 

FOR    MEZZO-SOPRANO. 

Price  One  Shilling  and  Sixpence. 

SONGS  FROM  THE  OPERAS  &  ORATORIOS 

WITH  MARKS  OF  EXPRESSION  AND  PHRASING  BY 

ALBERTO     RANDEGGER 

LE    NOZZE    DI    FIGARO.  DON    GIOVANNI. 


BOOK    1. 

SOPRANO  (The  Countess). 

i.  PORGI  AMOR.  2.  DOVE  SONO. 

3.  AL  DESlO  DI  CHI  T1  ADORA. 

BOOK    2. 

SOPRANO  (Susanna  and  Cherubino). 

DEH  VIENI,  NON  TARDAR.     2.  NON  SO  PIU  COSA  SON. 
3.  VOI,  CHE  SAPETE.        4.  UN  MOTO  DI  GIOJA. 

BOOK    3. 

BARITONE  (Figaro). 

i.  SE  VUOL  BALLARE.         2.  NON  PIU  ANDRAI. 
3.  APRITE  UN  PO'  QUEGL'  OCCHI. 

BOOK    4. 

BARITONE  AND  BASS  (The  Count  and  Bartolo). 
I.  VEDR&  MENTR'  IO  SOSPIRO.          2.  LA  VENDETTA. 


BOOK    1. 

SOPRANO  (Donna  Anna  and  Donna  Elvira). 
i.  NON  MI  DIR.      2.  MI  TRADl 


Price  Two  Shillings  each. 


i.  VEDRAI  CARINO.     2.  BATTI,  BATTI,  O  BEL  MASETTO. 

BOOK    3. 

TENOR  (Don  Ottavio). 

1.  IL  MIO  TESORO.         2.  DALLA  SUA  PACE. 

BOOK    4. 

BARITONE  AND  BASS  (Don  Giovanni  and  Leporello). 
i.  DEH,  VIENI  ALLA  FINESTRA. 

2.  FIN  CH'HAN  DEL  VINO.        3.  MADAMINA. 


THE  SOLO  MUSIC  IN  MENDELSSOHN'S  "  ELIJAH." 

SOPRANO,  CONTRALTO,  AND  TENOR,  each  One  Shilling  and  Sixpence. 
BASS  SOLO  MUSIC.  Two  Shillings  and  Sixpence. 

HAN  DEL7S^SONGS 

FROM    THE    ORATORIOS.     Four  Books,  each  containing  Twelve  Songs. 
SOPRANO,  CONTRALTO,  TENOR,  BARITONE  OR  BASS.     Price  Two  Shillings  each. 

LONDON:  NOVELLO  AND  COMPANY,  LIMITED 

AND 

NOVELLO,  EWER  AND  CO.,  NEW  YORK. 


NOVELLO'S 

PIANOFORTE    ALBUMS 

EDITED  BY  BERTHOLD  TOURS 

In  Numbers,  each  One  Shilling  ;  or,  Cloth  Volumes,  each  Four  Shillings. 


No 
No. 
No. 

No. 
No. 

No. 

No. 
No. 
No. 

No. 
No. 
No. 


.  1. — Bach.     Twenty 
Suites  Anglaises. 
2. — Bach.    Twenty 
Suites  Franchises. 
3. — Bach.    Twenty 


Pieces    from    Petits    Preludes, 
Partita  Nos.  i  to  3,  &c. 
Pieces    from   Suites   Anglaises, 

Partita  Nos.  4  and  5,  &c. 
Pieces    from    Petits     Preludes, 


Concertos,  Suites  Anglaises,  &c. 

Nos.  1,  2,  and  3,  in  One  Vol.,  cloth,  45. 


Nos.  27  and  28.— Moscheles,  J.  "Domestic  Life."  Twelve 

Characteristic  Duets,  Two  Books,  each  as. 

The  Two  Books,  in  One  Vol.,  cloth,  43. 

No.  29.— Kjerulf,  Halfdan.     Nine  Pieces.     Op.  4,  Nos.  I 

to  3  ;  Op.  12,  Nos.  i  to  6. 
No.  30.— Kjerulf,  Halfdan.    Ten  Pieces.     Op.  24,  Nos.  i 

to  4  :  Op.  27,  Nos.  i  and  2  ;  Op.  28,  Nos.  i  to  4. 
No.  31.— Kjerulf,  Halfdan.    Op.  28,  Nos.  5  and6 ;  Op.  29; 

and  Twenty  Songs  arranged  for  the  Pianoforte  by 

the  Composer. 
Nos.  29, 30,  and  31,  in  One  Vol.,  cloth,  45. 

The  National  Dance  Music  of  Scot- 
land.    Arranged  for  the  Pianoforte  by  Alexander 
Mackenzie :  with  additions  by  his  son,  Dr.  A.  C. 
Mackenzie. 
Nos.  32,  33,  and  34,  in  One  Vol.,  cloth,  43. 

No.  35.— Mackenzie,  Dr.  A.  C.     Eight  Pieces.     Op.    13, 

Fifteen  Pieces,  including  Meyerbeer's  Nos.  i  to  5  ;  Op.  15,  Nos.  i  to  3. 

March,    Cornelius    March,   Pilgrim's  ;  No.  36. — Mackenzie,  Dr.   A.  C.     Nine   Pieces.      Op.  20, 

Nos.  i  to  6 ;  Op.  23,  Nos.  i  to  3. 

No.  37. -Mackenzie,  Dr.  A.  C.     Six  Songs.     Transcribed 

for  the  Pianoforte  by  Giuseppe  Buonamici. 

Nos.  35,  36,  and  37',  in  One  Vol.,  cloth,  43. 


4. — Handel.    Twenty-four  Pieces  from  Suites  i  to  7, 

Sonatas,  "  Harmonious  Blacksmith,"  &c. 
5. — Handel.    Twenty-four  Pieces  from  Suites  8  to  12, 

Gavottes,  &c. 
6.— Handel.    Twenty-four  Pieces  from  Suites  13  to  ;  jjos.  32,  33,  and  34. 


16,  Water  Music,  &c. 

Nos.  4,  5,  and  6,  in  One  Vol.,  cloth,  45. 


7. — Marches.  Fifteen  Pieces,  including  Mendels- 
sohn's "  Hero's  March,"  Rakoc/.y  March,  Bridal 
March  "  Lohengrin, i:  &c. 

8.— Marches. 

Coronation 
March,  &c. 

9. — Marches.      Fifteen    Pieces,   including    Mendels- 
sohn's Wedding  March,  March  "  Tannhauser,"  &c. 
Nos.  7,  8,  ar.d  9,  in  One  Vol.,  cloth,  43. 

10. — Gavottes,  Minuets,  &c.  Sixteen  Pieces,  includ- 
ing Rameau's  Gavotte,  Zimmermann's  Gavotte, 
Calkin's  Minuet,  Silas's  Bourree,  &c. 

11. — Gavottes,  Minuets,  &c.  Sixteen  Pieces,  includ- 
ing Clock's  Gavotte,  W.  Macfarren's  Bourree, 
Bach's  Bourree,  &c. 

12. — Gavottes,  Minuets,  &c.     Sixteen  Pieces,  includ- 
ing W.  Macfarren's  2nd  Gavotte,  Sir  J.  Benedict's 
Gavotte,  Mozart's  Minuet,  <£c. 
Nos.  10,  11,  and  12,  in  One  Vol.,  cloth,  45. 

No.  13.— Wollenhaupt,  J.  _Ten  Pieces,  including  Marche 
No.  14.  Wollenhaupt,  J.  Ten  Pieces,  including  "La 
No 


Rudolf.     Fifty   Hungarian    National 


Hongroise,  Scherzo  Brillant,  &c. 
,  14. — Wollenhaupt,  J.    Ten   Pieces,   including 

Gazelle,"  "  Mazeppa  Galop,"  &c. 
,  15. — Wollenhaupt,  J.     Ten  Pieces,  including   ' 

Clochettes,"  "Feu  Follet,"  &c. 
Nos.  13,  14,  and  15,  in  One  Vol.,  cloth,  43. 


No.  38.— Altschul, 

Songs. 

No.  41.    Liadoff,  Anatole. 

Nos.  I    to   14  ;   Op.  3, 

Op.  15,  Nos.  i  and  2. 
No.  42.— Liadoff,  Anatole.     Seven  Pieces 

i  to  4  ;  Op.  7,  Nos.  i  and  2  ;  Op.  1 1 . 
No.  43.— Liadoff,  Anatole.    Ten  Pieces.    Op.  8  ;    Op.  9. 

Nos.   i   and   2;  Op.   10,  Nos.  i,  2,  and  3  ;   Op.  13 

Nos.  i  to  4. 
Nos.  41,  42,  and  43,  in  One  Vol.,  cloth,  45. 

No.  44.  — Cui,   Cesar.     Thirteen    Pieces.     On,  2o,    Nos. 


Twenty-one  Pieces.     Op.  2, 
Nos.  i,   3,   4,  and  6;  Op.  6; 


Op.  4,  Nos. 


i  to  12  ;  Op.  21,  No.  3. 
Les  |  No.  45.— Cui,  Cesar.     Eleven 
Op.  22,  Nos.  i,  2,  and 
Nos.  i  to  6. 


Pieces.      Op.   21,    No.  4; 
3;  Op.  31,  No.  2;  Op.  39. 


No, 
No 

No 
No 


No. 
No. 
No. 


No. 
No. 
No. 

No. 


16.— Schweizer,  Otto. 

for  four  hands). 


Eight  Scottish  Airs  (arranged 


17. — Spindler,  Fritz.  Nine  Pieces,  including  "  Mur- 
muring Rivulet,"  The  Pilgrims'  Chorus  ("Tann- 
hauser"), &c. 

18.— Spindler,  Fritz.  Nine  Pieces,  including 
"  L'Oisillon,"  "  Le  Carillon,"  "  The  Evening  Star  " 
("  Tannhauser  "),  &c. 

19. — Spindler,   Fritz.    Ten   Pieces,  including  "  Jeu 
des    Ondes,"   Valse    Melodieuse,    Spinning    Song 
("Flying  Dutchman"),  &c. 
Nos.  17, 18,  and  19,  in  One  Vol.,  cloth,  43. 

20. — Goetz  Hermann.    Five  Compositions. 
21.— Goetz,  Hermann.    F'our  Compositions. 
22. — Goetz,  Hermann.    Six  Compositions. 
Nos.  20,  21,  and  22,  in  One  Vol.,  cloth,  43. 

23. — Rheinberger,  Josef.     Seven  Compositions. 

24. — Rheinberger,  Josef.    Eleven  Compositions. 

25.— Rheinberger,  Josef.    Seven  Compositions. 

Nos.  23,  24,  and  25,  in  One  Vol.,  cloth,  45. 

26.— Tours,  Berthold.  Juvenile  Album.  Eight  Char- 
acteristic Pieces  (Duets),  2s. 


No.  46.— Cui,    Cesar.     Seven    Pieces.     Op.  22,    No.    4; 

Op   29,  No.  i ;  Op.  30,  No.  i  ;  Op.  35,  Nos.  i  and  2, 
Op.  40,  Nos.  2  and  4. 
Nos.  44,  45,  and  46,  in  One  Vol.,  cloth,  43. 

No.  47.— Schubert,  Franz.    F"our  Impromptus.     Op.  90. 

No.  48.— Schubert,  Franz.    Four  Impromptus.     Op.  142. 

No.  49. — Schubert,  Franz.     Moments  Musicals  (Op.  94), 

and  Adagio  and  Rondo  (Op.  145). 

Nos.  47,  48,  and  49,  in  One  Vol.,  cloth,  43. 

No.  50.— Schubert,  Franz.      Three   Sets  of  Variations, 

Andante,  and  Klavierstiick. 

No.  51. — Schubert,  Franz.   Adagio,  Allegretto,  and  March 
in  E  major,  &c. 

No.  52.— Schubert,  Franz.     Five  Klr.vierstiicke  and  Two 
Scherzi. 
Nos.  50,  51,  and  52,  in  One  Vol.,  cloth,  43. 


No.  53.— Hofmann,  H.     "  The  Trumpeter  of  Sakkingen  " 
(Op.  52)  and  Two  Valses  Caprices  (Op.  2). 

No.  54.— Hofmann,  H.   "Italian  Love  Tale"  (Op.  igj.and 
Five  other  Pieces. 

No.  55.— Hofmann,  H.    Fourteen  Pieces. 

Nos.  53,  54,  and  55,  in  One  Vol.,  cloth,  43. 
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PREFACE. 


WHAT  Schumann  said  of  J.  S.  Bach  was  certainly  true:  "  Music  owes  almost  as  great  a  debt  to  him  as  a 
religion  owes  to  its  founder."  Nowhere  in  the  whole  range  of  music  is  there  a  collection  of  pieces  standing 
on  a  level  with  the  Forty-eight  Preludes  and  Fugues.  The  First  Part  of  the  work  (Nos.  I. — XXIV.)  was 
completed  by  Bach  in  1722,  while  he  was  at  Cothen,  and  the  Second  Part  was  put  together  at  Leipzig,  a 
little  over  a  score  of  years  later,  about  1742-1744.*  Very  different  from  Handel,  Bach  rarely  dated  his 
works  ;  but  if  reliable  approximate  data  as  regards  the  Second  Part  were  not  at  hand,  there  is  strong 
internal  evidence  that  the  pieces  contained  in  it  were  written  considerably  later  than  those  in  the  First 
Part.  The  aim  and  purpose  of  the  "  Forty-eight  "  may  be  summed  up  in  a  few  words:  (1)  To  prove  that 
"  Equal  Temperament"  was  not  only  possible,  but  eminently  desirable;  (2)  to  provide  a  copious  variety  of 
pieces  worthy  of  practice  and  study  for  Bach's  pupils. 

The  object  of  the  present  Analysis§  is  to  place  in  the  hands  of  students  a  detailed  and  exhaustive 
scheme  of  every  Prelude  and  Fugue.  In  the  Preludes  the  mode  of  procedure  has  been  :  (1)  To  give  the 
Figure  upon  which  each  Prelude  is  built ;  (2)  to  give  the  Prelude  itself  in  full  and  copiously  marked,  or  in 
a  reduced  form  showing  the  structure;  (3)  a  "Summary"  of  the  piece;  and  lastly,  general  "  Remarks" 
upon  the  structure  and  treatment  of  the  materials.  For  the  Fugues  a  Tabulated  Analysis — bar  by  bar — is 
first  given,  then  a  "  Summary  "  and  "  Remarks  "  as  before. 

Admired  as  this  work  of  Bach's  is  amongst  musicians,  it  would  appear  that  admiration  has  hitherto 
chiefly  centred  upon  its  Fugues,  though  the  Preludes  are  quite  as  wonderful,  and  more  unique,  and  the 
fineness  of  the  work  in  many  of  them  is  of  the  highest  possible  order.  A  few  words  upon  their  characteristics 
may  not  be  out  of  place,  and  at  the  same  time  it  may  not  be  unprofitable  to  divide  them  into  groups,  and 
to  assign  to  such  as  represent  different  types  of  art  their  respective  affinities.  To  those  which  owed  their 
existence  to  Bach's  extraordinary  power  of  Preludizing,  and  his  fondness  for  placing  a  graceful  and 
ingenious  superstructure  on  a  carefully  selected  series  of  chords,  would  probably  fall  Nos.  1,  2,  5,  6,  11,  15, 
and  27.  To  those  which  originated  from  his  innate  love  of  Fugal  and  Imitative  work,  the  following — 
Nos.  4,  7,  9,  12,  18,  14,  18,  19,  20,  23,  24,  25,  32,  34,  35,  37,  41,  and  43.  Those  which  may  be  said  to  fall 
under  the  head  of  a  "Cantilena  accompanied"  would  be  Nos.  8,  10,  and  16;  while  a  solitary  one 
(No.  17)  was  probably  developed  from  the  germ  of  a  Dance  movement. 

Another  consideration  full  of  interest  and  importance,  and  closely  connected  with  the  above,  is  the 
manner  in  which  structural  principles  or  "  Form  "  are  illustrated  in  these  Preludes.  In  Book  I.  we  find 
Bach  speculating  or  making  independent  and  original  experiments  in  structure,  and  working  them  out  and 

*  It  must  not  be  supposed  that  the  pieces  contained  in  these  Books  were  composed,  or  even  put  together  at  the  precise  dates  mentioned 
above;  CT  the  contrary,  their  composition  and  compilation  occupied  a  considerable  time.  Some  of  the  Preludes  in  the  First  Book  appeared 
also  in  a  shortened  form  in  some  of  the  earlier  editions  (Forkel's  Ed.,  1801,  Leipzig). 

§  Made  from  the  Bach  Society's  edition  of  this  work. 


iv  PREFACE. 

perfecting  them  for  himself,  as  in  Nos.  8,  21,  and  22.  There  is  no  direct  influence  of  the  Sonata  type  in 
the  Preludes  of  this  book ;  but  in  Book  II.  we  find,  together  with  original  and  beautiful  experiments,  such 
as  Nos.  28,  46,  47,  and  48,  a  goodly  number  of  specimens  of  the  old  Sonata  type,  Nos.  83,  86,  39,  and  42 
being  distinctly  in  this  form  ;  while  the  influence  of  the  same  mould  is  also,  to  a  certain  degree,  stamped 
upon  Nos.  26,  30,  81,  38,  40,  and  44.  Again,  it  is  important  to  notice  that  two  out  of  the  above — Nos.  36 
and  42 — are,  at  the  same  time,  prophetic  of  the  splendour  of  the  Modern  Sonata  form;  while  two  others  not 
yet  mentioned — Nos.  29  and  45 — are,  with  slight  modifications,  actually  in  this  modern  form  as  we 
know  it  to-day. 

With  regard  to  the  Fugues — Bach's  idea  of  a  Fugue  was  far  higher  and  nobler  than  that  of  any  of  his 
predecessors — of  all  forms  it  was  the  one  he  loved  most,  and  in  its  sphere  he  reached  the  highest  point  of 
perfection  attainable.  With  him  a  Fugue  was  a  perfect  organism,  and  to  the  study  of  its  unfolding  and 
development  he  gave  the  best  efforts  of  his  life,  recognising  at  the  outset  the  fact  that  a  Fugue  could  not 
survive  by  the  mere  observance  of  formulas  alone  ;  for  with  him  not  only  is  device  piled  upon  device, 
complexity  upon  complexity,  ramification  upon  ramification,  but  the  product  is  a  composition  teeming 
with  real  music.  He  revels  in  a  strong  flow  of  polyphony,  and  frequently  also  of  elaborate  interfacings  of 
the  parts,  heedless  if  a  passing  note  occasionally  rubs  somewhat  roughly  against  the  regular  material,  of 
if  one  accidental  momentarily  looks  askance  at  another.  It  is  nothing  more  than  the  many-sided  pebbles 
in  the  rivulet  which  momentarily  roll — and  make  music — against  each  other,  as  the  stream  proceeds  along 
its  determined  course. 

Enough  has  been  outlined  to  show  the  intrinsic  value  of  this  wonderful  collection,  which  has  been 
subjected  to  the  closest  criticism  by  the  best  musicians  for  nearly  a  century,  with  the  result  that  the  more 
severe  and  searching  the  criticism,  the  more  the  beauties  of  the  work  unfold  themselves ;  nor  is  it  at  all 
unlikely  that  when  the  present  Sonata  form — full  of  splendour  though  it  is — shall  have  run  its  course,  and 
shall  have  become  a  form  of  the  past,  thoughtful  musicians  will  look  for  re-inspiration  and  guidance  to  many 
of  these  Preludes,  the  structure  of  which  is  peculiarly  Bach's  own.  The  suggestions  offered  by  a  patient 
study  of  a  work  of  this  stamp  are  almost  innumerable ;  the  fount  is,  so  to  say,  inexhaustible,  and  the 
whole  collection  is  securely  placed  upon  the  High  Tower  of  Musical  Art,  the  lasting  joy  and  heritage  of 

every  earnest  musician. 

F.  I. 


DEFINITION  OF  FUGAL  TERMS. 

FUGUE.  —A  composition  developed  upon  a  certain  Subject  or  theme,  which  is  announced  at  first  in  one 
part  only.  This  theme  is  imitated  according  to  certain  principles  by  the  other  parts  composing  the 
piece,  which,  as  they  "  follow  upon  "  or  "  fly  after  "  the  theme,  give  the  distinctive  title  of  Fugue  (Latin, 
fuga)  to  this  class  of  composition. 

SUBJECT.  — The  theme  upon  which  the  composition  is  written.  This  theme  should  be  (1)  of  a  moderate 
length,  so  as  to  be  retained  without  effort  in  the  memory ;  (2)  well  defined  in  character,  so  as  to  be 
easily  recognised  at  each  appearance ;  (3)  definite  in  tonality,  so  that  there  shall  be  no  possibility  of 
ambiguity  as  to  its  key.  The  Subject  of  a  Fugue  may  be  proposed  in  any  part  whatever. 

ANSWER. — This  is  not  a  new  theme,  but  a  transposition  of  the  Subject  a  fifth  above  (or  a  fourth  below)  by  a 
different  voice  from  that  which  announced  the  Subject." 

CODETTA. — •"  A  connecting  link."  Some  few  notes  used  to  connect  the  end  of  the  Subject  with  the 
beginning  of  the  Counter-subject.  (For  an  excellent  example^see  Fugue  VII.,  bars  2(3)  3(1).) 

COUNTER-SUBJECT. — A  supplemental  melody  to  the  Subject  and  Answer,  written  in  double  counterpoint. 
In  the  opening  of  a  Fugue  it  is  linked  on  to  the  end  of  the  Subject  by  the  aid  of  the  Codetta  and 
appears  in  the  same  part  in  which  the  Subject  has  just  been  enunciated.  The  Counter-subject  is  next 
to  the  Subject  and  Answer  in  point  of  importance. 

EXPOSITION. — The  opening  section  of  the  piece,  in  which  all  the  voices  make  their  first  appearance  by 
successively  enunciating  the  Subject. 

COUNTER-EXPOSITION. — A  second  exposition,  in  which  the  Subjects  are  mostly  presented  in  reverse  order. 
For  example,  in  the  Exposition,  the  Subject  leads  and  the  Answer  follows,  but  in  the  Counter-exposition 
the  Answer  usually  leads  and  the  Subject  follows.  When  all  the  parts  are  employed  the  Counter- 
exposition  is  said  to  be  "  complete,"  and  "  incomplete  "  should  one  or  more  parts  be  absent. 

EPISODE. — A  digressive  section  or  phrase  placed  between  two  different  blocks  of  thematic  work.  The 
modulatory  passages  in  a  well  written  Fugue  are  made  by  its  Episodes,  the  materials  of  which  are 
frequently  taken  from  fragments  of  the  Subject  or  Counter-subject. 

STRETTO. — (Latin,  stringo=io  draw  close  together).  The  bringing  of  the  Subject  and  Answer  nearer 
together  than  in  the  Exposition  of  the  Fugue.  Some  Subjects  are  capable  of  stretto  at  various  degrees 
of  closeness,  in  this  case  the  closest  of  all  should  be  reserved  for  the  last.  [What  is  said  above  upon 
"complete"  and  "  incomplete  "  Counter-expositions  applies  equally  to  the  strettos.] 

PEDAL. — A  sustained  bass  note,  generally  the  dominant  or  tonic,  introduced  near  the  end.  Thematic 
imitations  are  effectively  employed  upon  it. 

CODA. — A  few  bars  added  to  end  up  with.  In  fugal  writing,  the  Coda  generally  consists  of  imitative  work 
based  upon  the  themes  used  during  the  course  of  the  composition. 


ABBREVIATIONS 

TO  DENOTE  THE  BARS  UPON  WHICH   THE  THEMES  BEGIN  AND  END. 

The  small  figures  in  brackets  denote  the  beat,  or  fractions  of  the  beat,  of  the  bar  to  which  reference  is  made. 
8  (1>  means  the  8th  bar,  first  beat. 
8 t-1*  means  the  8th  bar,  last  half  the  first  beat.      (In  4-4  time  this  will  be  the  second  quaver 

of  the  first  beat.) 
8  <*>  means  the  8th  bar,  first  half  of  the  first  beat.     (In   4-4   time   this   will    be   the    first  quaver 

of  the  first  beat.) 
8  (Yt>  means  the  8th  bar,  first  semiquaver  of  the  first  beat. 

*  Such  an  Answer  as  that  just  mentioned  is  called  a  "  Real  Answer" — i.e.,  a  real  or  exact  transposition  of  the  Subject.  There  are, 
"however,  many  fugue  subjects  which,  on  account  of  the  nature  of  our  scales,  demand  a  certain  sacrifice  in  the  melody  of  their  Answers  in 
.order  to  preserve  the  requisite  tonality,  and  these  are  called  Tonal  Answers. 

8251. 


PRELUDE  I. 


SUMMARY. 

Bars  1 — 11,  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  key  of  the  Dominant). 
Bars  11 — 19,  PERIOD  II.  (ending  with  Perfect  Cadence  in  the  key  of  the  Tonic). 
Bars  20 — 35,  PERIOD  III.  (in  reality  a  long  Coda). 


Bars  24—31,  Dominant  Pedal. 
Bars  82—35,  Tonic  Pedal. 


REMARKS. 

This  Prelude  consists,  mainly,  of  a  simple  series  of  chords,  expiessed  by  a  constant  reiteration  of  the 
following  characteristic  figure  : — 


Hi 


which  is  repeated  twice  in  every  bar  until  the  close,  when  it  is  expanded  for  variety  into  a  treer  ana  wider  - 
ranging  Arpeggio. 

The  Harmony  changes  without  exception  at  every  bar. 

Dignity  and  solidity  are  secured  by  the  sostenuto  figure  in  the  Bass  part. 

The  texture  of  the  whole  Prelude  is  homogeneous. 

Its  form  is  evidently  an  artistically  matured  version  of  a  familiar  type  of  extemporaneous  preludizm^; 
by  the  use  of  a  chain  of  chords. 


(  l  ) 


PRELUDE  I. 
c  MAJOR. 

SHOWING  THE  STRUCTURE. 


Andante  con  moto.  f  ••  112 

'  '          J-U- 


J        — G> <s> — s> s> p          P 


-r-  *-i r-   -i r       , 

PERIOD  I.  C  Majoi.  establishing  the  key. 


-J-       -J. 


From      here      it      moves      away      to      the      key      of     the 
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Dominant. 
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PERIOD  II.  Modulates  to  gain  colour. 
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24 
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26 
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turns    to    Tonic. 


PERIOD  III.  Coda. 
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Dominant  Pedal. 
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Tonic  Pedal. 
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*  The  bar  frequently  met -with  between  22  and  23  in   the  above,  is  generally  agreed   to  have  been  an  interpolation  of  Schwenke's. 
.It  is  not  found  in  any  MS.  except  the  one  in  his  handwriting. 
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FUGUE   I.   (C   MAJOR) 


IN    FOUR    PARTS. 


Allegro  moderate.  0  =  120. 


s 


EaEEEffacsEjE: 
T      a    * 


ANALYSIS. 

ENUNCIATION   SECTION. 


(Bars    K-i)      2'») 
„        2(-3) 


4(-p 


(-3) 


_7«> 


7  (-2) 


.12 


KEYS. 

C 
G 
G 


Subject  in  Alto  ... 

Real  Answer  in  Treble  ... 

Answer  in  Tenor 

Subject  in  Bass ...         ...         ...         ...         ...         ...         ...         ...         ...   j  C 

Subject  in  Treble  C 

Answer  in  Tenor,  in  Stretto  with  the  previous  entry  in  Treble     ...         ...      G 

Answer  in  Alto   ...         ...         ...         ...         ...         ...         ...         ...         ...      G 

Subject  in  Bass  ...         ...         ...         ...         ...    |  G 


n 
n 
n 
n 
u 
II 
II 
11 
n 


10<-«> 

13(3) 
15(3) 

16<2) 

18<3) 

20<3> 

2l<2) 
22(2) 

23<1> 
25<3> 
26m 

25<2> 
27 

MODULATORY     SECTION. 

Answer  in  Alto,  in  Stretto  with  the  previous  entiy  in  the  Bass.   ... 
Subject  in  Tenor.     Full  Close  in  A  minor 

G 
A  minor 

G 
G 
C 
C 
D  minor 
D  minor 
D  major 
G 
G 
G 

C 
C 
F 
F 

C 

12<-i> 

]4<-i) 

Subject  in  Alto   resumed  at  once  in  C  major 

\^Sr 

Answer  (incomplete)  in  Tenor,  in  Stretto 

Answer  in  Bass 

15  (-3) 

Answer  (incomplete)  in  Treble,  concluding  the  first  complete  Stretto 
Subject  in  Treble                                                .          

Jfi<-2) 

Ifi  <-3l 

Answer  in  Alto 

17<-D 

Answer  in  Tenor 

Subject  in  Bass,  concluding  the  second  complete  Stretto.     Close  in  D  ... 
Subject  in  Tenor 

1Q(-D 

Answer  in  Alto,  in  Stretto 

20<-s> 

Subject  in  Bass  (incomplete) 

20(-<> 
21  (-3) 

Answer  in  Treble,  concluding  the  third  complete  Stretto  ... 

RECAPITULATORY   SECTION. 
Answer  in  Tenor  and  Close  in  C  major                                                       . 

24(-D 

Subject  in  Tenor  on  a  Pedal  C,  which  continues  to  the  end  of  the  Fugue 
Answer  in  Alto  in  Stretto 

24  (-3) 

24  <-«> 

Answer  (incomplete)  in  Treble 

25  (3) 

Coda,  built  mainly  on  the  concluding  semiquaver  figure  of  the  Subject, 
and  a  figure  derived  from  the  ascending  figure  of  the  Opening... 

SUMMARY. 


Exposition  :  Bars  1 . 
Counter-exposition : 
Episodes :     None. 


6. 

Bars  7 


-10. 


Stretti :     Six. 

Tonic  Pedal :     Bars  24 27. 

Coda:     Bars  25 <1> 27. 


REMARKS. 
Answer,  and  would  be  styled  a 


(1.)  This  Fugue  has  a  "  real  "  Answer,  and  would  be  styled  a  "  real  "  Fugue. 

(2.)  It  has  no  Counter-subject. 

(3).  The  order  in  which  the  voices  enter  in  the  Exposition  is  unusual,  as  the  Subject  and  Answer  do 
not  regularly  alternate,  but  follow  one  another  in  the  order  :  Subject,  Answer,  Answer,  Subject. 

(4.)  In  the  Counter-exposition  (bars  7  _  10)  the  voices  enter  in  the  same  order  as  in  the  Exposition. 

(5.)  The  Fugue  has  three  complete  and  three  incomplete  Stretti.  The  Stretti  at  bar  7,  at  bar  10,  and 
at  bars  24  -  25  are  incomplete,  because  all  the  voices  do  not  take  part  in  them.  The  complete  Stretti 
ni  which  all  the  voices  take  part  are  in  bars  14  __  15,  16  _  18,  and  19  _  21 
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PRELUDE  II. 


SUMMARY. 

Bars  1—14,  PERIOD  I.  (ending  in  the  Relative  Major). 

Bars  14 — 28,  PERIOD  II.  (ending  on  the  Dominant). 

Bars  28 — 38,  PERIOD  III.  (built  upon  the  Dominant  and  Tonic  Pedals). 


Bars  1—6,  Tonic  Pedal. 

Bars  28—33,  Dominant  Pedal. 

Bars  34—38,  Tonic  Pedal. 


REMARKS. 

This  Prelude  is  constructed  on  chords  of  a  simple  nature,  which  underlie  the  constant  reiteration  of 


the  following  figure  : — 


This  figure,  which  is  persistent  throughout  the  Prelude,  till  five  bars  from  the  end,  takes  its 
distinctive  character  from  the  Passing  note,  which  almost  always  forms  the  third  note  in  each  group 
of  four. 

In  Penod  I.  there  is  a  Sectional  division  at  bar  4  (1),  and  in  Period  II.  at  bar  18  (*). 

In  Period  III.  there  is  no  division  in  the  strict  sense  of  the  word,  though  there  are  differences  of 
"  tempo"  at  bars  34  and  85. 

The  artistic  method  of  this  Prelude  is  akin  to  that  of  the  first,  though  much  more  animated  and 
energetic,  owing  to  the  use  of  the  dissonant  passing  notes  in  each  characteristic  figure. 


SZfil. 


PRELUDE  II. 

C   MINOR. 
SHOWING  THE  STRUCTURE. 


Allegro  con  brio.  4  ~  120. 
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moves      to      Dominant      Pedal,       and         further               clenches               the               original 
Dominant  Pedal. 
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FUGUE  II.  (C  MINOR). 


IN    THREE   PARTS. 


Allegro  ma  nan  Iroppc.  4  —  88. 


'Bars 


3<5i) 

' 


a 

;i 


71-1) 


a'-1' 

IT-1' 

IS'-1' 

IS'-1' 

17HL 

20'-" 
22_ 


13'*' 


17  (H) 


26(3) 


•26 <I> 28'8) 

•29H> 31 


„      291zil_31 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS. 

Subject  in  Alto •••      C  minor 

Tonal  Answer  in  Treble,  with  Counter-subject  in  Alto       ...          ...          ...      G  minor 

Codetta  formed   from  the   first   limb  of  the  Subject   in   the  Treble,  and 
from  the  first  few  notes  of  the   Counter-subject  in  contrary  motion  in 
the  Alto,  both  moving  in  an  ascending  sequence.     It  modulates  from 
G  minor  to  C  minor. 
Subject  in  Bass.     Counter-subject  in  Treble  ...         ...         ...         ...      C  minor 

MODULATORY    SECTION. 

Episode  I.,  modulating  from  C  minor  to  E0  major. 

Subject  in  Treble.     Counter-subject  in  Bass  ...         ...         ...         ...      Eb  major 

Episode  II.,  modulating  from  Et>  major  to  C  minor. 

Answer  in  Alto.     Counter-subject  in  Treble  ...          ...          ...          ...      G  minor 

Episode  III.,  modulating  from  G  minor  to  C  minor. 

Subject  in  Treble.     Counter-subject  in  Alto  ...         ...         ...         ...      C  minor 

Episode  IV.,  modulating  from  C  minor  to  E7  major  and  back  to  C  minor. 

RECAPITULATORY  SECTION. 

Subject  in  Bass.     Counter-subject  divided  between  the  Treble  and  Alto...  C  minor 

Tonic  Pedal  and  Coda  ...         ...         ...         ...         ...         ...         ...         ...  C  minor 

Subject  in  Treble.     Counter-subject  absent,  the  inner  parts  being  inde- 
pendent.    Final  chord  major,  called  Tierce  de  Picardie...          ...          ...  '  C  major 


SUMMARY. 


Exposition:     Bars  1_ 9. 

Counter-exposition :     None. 
Codetta  :     One  (bars  5 6). 


Episodes  :      Four. 
Stretti :     None. 
Coda,  Tonic  Pedal  : 


Bars  29<H—31. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal"  Answer,  and  would  be  styled  a  "tonal  "  Fugue.  The  fourth  note  of 
the  Answer  is  altered  for  the  sake  of  tonality. 

(2.)  It  has  a  Counter-subject.  This  is  constructed  according  to  the  rules  of  Double  Counterpoint  in  the 
octave,  so  that  when  used  above,  and  when  used  below  the  Subject  and  Answer,  it  may  produce  good 
harmony. 

(3.)  The  material  upon  which  the  four  Episodes  are  constructed  is  as  follows  :— 

Episode  I.  is  constructed  from  the  first  limb  of  the  Subject  in  the  Treble  and  Alto,  the  latter  imitating 
the  Treble  at  the  5th  below.  The  running  Bass  part  is  built  upon  the  first  limb  of  the  Counter-subject.  All 
three  parts  move  in  a  descending  sequence. 

Episode  II.  The  Treble  has  a  running  Counterpoint  formed  from  the  first  limb  of  the  Counter-subject 
taken  here  in  an  ascending  direction.  The  two  underparts  (formed  from  the  quaver  portion  of  the  t-ame) 
move  in  Srds  with  each  other. 

Episode  III.  The  Bass  is  formed  from  the  first  limb  of  the  Subject,  the  Alto  from  the  first  limb  of  the 
Counter-subject  taken  in  an  ascending  direction,  the  Treble  having  a  detached  figure. 

Episode  IV.     The  Treble  and  Alto  are  formed  from  the  first  limb  of  the  Subject,  the  latter  imitating 
the  Treble  at  the  5th  below,  the  running  Bass  part  being  taken  from  the  first  limb  of  the  Counter-subject. 
All  three  parts  move  in  a  descending  sequence.     (Compare  Episode  I.) 
8251. 


PRELUDE  III. 


SUMMARY. 

Bars  1 — 81,  PERIOD  I.  (ending  in  the  Relative  Minor)., 

Bars  31(3)— 55,  PERIOD  II.  (Modulatory). 

Bars  55—104,  PERIOD  III.  (Repetition  of  Opening  Subject  and  Coda). 


Bars  63—73  (Dominant  Pedal). 
Bars  87—102  (Dominant  Pedal). 
Bars  63—104  (Coda). 


REMARKS. 
This  Prelude  is  built  upon  the  following  figures  :— 


Period  I.  contains  four  Phrases.     The  figure  which  appears  in  the  Treble  in  Phrases  I.  and  III.   is- 
assigned  to  the  Bass  in  Phrases  II.  and  IV.,  and  the  figure  which  appears  in  the  Bass  in  Phrases  I.  and  III. 
is  assigned  to  the  Treble  in  Phrases  II.  and  IV. 

Period  II.  is  Modulatory  until  bar  47,  when  the  Theme  occurs  in  the  Subdominant.  PERIOD  III. 
begins  with  the  repetition  of  the  Opening  Subject.  Bars  63 — 74,  and  bars  87 — 96  contain  a  melodic 
figure,  employed  in  couplets,  i.e.,  two  bars  are  allotted  to  each  feature. 

Period  III.  as  it  proceeds  is  "fined  down"  more  and  more  until  the  conclusion,  by  the  additional 
employment  of  the  Dominant  Pedals  and  Coda. 

This  Prelude  is  a  remarkable  instance  of  what  it  is  possible  to  do  upon  the  same  root  principles  of 
procedure  as  the  Modern  Sonata,  but  on  totally  different  lines.  From  bars  1 — 31  the  1st  Theme  is  used 
four  times  in  different  keys.  In  the  Modulatory  portion  an  entirely  new  Theme  is  started.  The  unusual 
length  of  the  Coda  is  also  very  notable. 


PRELUDE  III. 

CJf  MAJOR. 
SHOWING  THE  FRAMEWORK,  MELODIC  FEATURES,  AND  PHRASING. 


A  llegru  vivace.  *  •  =  88. 

1 23456 

r-  ,  f.. 


Th.  in  the  Dominant. 
8  9          10          ii         12         IS          14 


PERIOD  I.        Cf  Major,        establishing        the        key. 


HE 


J.. 


, 
.J.. 


15  16 


Th.  in  the  Supertonic. 
17         18  19 


20         21         22          23 


24 


Th.  in  the  Relative  Minor. 
25       26       27        28 
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PRELUDE    III. 


29         30  31  32  33  34  35  36  37  38          39  40 


PERIOD  II.  (Modulatory)  starting  from  Aft  Minor  and  touching  upon  the  keys  of  E4,  Di,  and  G$  Minors,  and  working 


xm. 


EE 


7V<.  in  the  Subdoniinant. 


42          43          44          45          46         47         48         49          50  51 


52  53 


on  for  contrast  to  the  key  of  the  Subdomin^nt. 


•   A-    *L_ 


55          56  57  58          59          60  61 


62  63  64  65  66  67 


PERIOD  III.  Repetition  of  Opening  Theme  in  original  key. 


CODA. 


•HL  —  '  

—  1'  — 

*  • 

—=^— 

^H  —  r-»—  fa 

- 

'    f--» 

1  —  1  —  *H  

m~  

r^  1 

~r~-  — 

~P'~'  1 

P  •       p 

SElE™!  — 

•  —  -  — 

-  — 

—  r  

—  1—*  — 

3  ' 

i 

1  1- 

68  69  70  71  72  73  74  75 


Dominant  Pedal. 
76  77 


78  79          80 


(Sequence  of  bars 
*-'m 


81  82 


-x    83  84  85 


V 


75  —  79  a  tone  lower.) 


=tt= 


V=^=^F^Sf^ 


m 


86  87  88  89  SO  91  92  98 

Hi 


^ 


^  -i      r    IT    i      i 


Dominant  Pedal. 
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FUGUE  III.  (C*  MAJOR). 

IN  THREE  PARTS. 

I 

Allegro  grazioso.  0  ~  120. 


Bars 


T-2'  3»« 
3<-2'_  5  (^> 
5  (-2)  7(K) 


KEVi 

CJf 
Gff 

cjf 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Treble 

Tonal  Answer  in  Alto,  with  Counter-subject  I.  in  Treble  ... 

Subject  in  Bass,  with  Counter-subject  II.  in  Treble  and  Counter- 
subject  I.  in  Alto 

Episode  I.,  modulating  from  C£  major  to  GJf  major  by  descending 
sequence.  (The  Counter-subject  II.  at  its  conclusion  overlaps  the 
commencement  of  this  Episode.) 

Answer    in    Treble,    Counter-subject    in    Alto,    Counter-subject    III.    in  i 
Bass.    (This  latter  melody  is  not  used  again  until  bars  51(~3)    53(3))...   |  GJf 

MODULATORY    SECTION. 

a      12iiil_14          Episode  II.,  modulating  from  GJf  major  to  DJf  minor.     (Compare  this  j 

with  Episode  I.  and  notice  the  rolling  semiquaver  figure  in  the  Bass 

now  given  to  the  Treble.) 

n      141li> 16<5i)      Subject  in  Bass,  Counter-subject  I.  in  Treble,  Alto  silent  ...          ...          ...      AJ  minor 

u      16 19          Episode  III.,  modulating  from  AJf  minor  to  EJf  minor.     Materials  the 

same  as  previous  Episodes,  differently  disposed. 
i      19('2)    21 (^'      Answer   in    Alto,    Counter-subject    I.    in    Bass,    Counter-subject    II.    in 

Treble |  EJf  minor 

a      21 22          Codetta  in  all  three  parts,  and  close  in  EJ  minor. 

n      22iz8J_24          Episode  IV.,  modulating  from  EJf  minor  to  GJf  major. 

n      24'-4)    26 '3)      Answer  in  Treble  GJf 

-/      25 26(3)      Counter-subject  I.  in  Bass,  Counter-subject  II.  in  Alto. 

n      26(:42_28(3)      Subject  in  Alto,  with  Counter-subject  II.  in  Bass,  and  Counter-subject  I. 

in  Treble          ...          ...          ...          ...          ...          ...          ...          ...          ...      CJf 

n      28('3;    42          KpLutle  V.,   modulating  from   CJf  major,  through  AJf  minor,   FJf  major, 

DJf  minor,  FJf  major,   and   back  to  CJf,  by   sequences  ;  with  frequent 

allusions  to  fragments  of  Subject. 

RECAPITULATORY  SECTION. 

»      42!il>_44(*>     Subject  in  Treble,  with  Counter-subject  I.  in  Bass  I  CJf 

„      44 (-2)    4fi'^>     Answer  in  Alto,  Counter-subject    I.   in  Treble,  Counter-subject   II.  in 

Bass      ...  !  GJf 

"      46'-2'    48(*>     Subject    in    Bass,    Counter-subject    I.    in    Alto,    Counter-subject    II.   in  j 

Treble ...   j  CJf 

"      48 51(4)     Episode  VI.,  modulating  from   CJf  major,  through   FJf  major,  DJf  minor, 

GJf  minor,  and  back  to  CJf. 

•'      r>l<i?i_53<8>     Counter-subject  III.  in  Bass. 
"      51'-*'    53 '8>     Subject  in  Treble,  with  Counter-subject  I.   in  Alto,  and  Counter-subject 

III.  in  Bass CJf 

•      53  <1> 55          Coda,  comprising  a  free  version  of  Subject  in  Treble          ...      Cjf 


SUMMARY. 


.7. 


Exposition  :     Bars  1_ 
Counter-exposition :     None 
Codetta:     One  (bar  21). 


Episodes :  Six. 
Stretti :  None. 
Coda:  Bars  53 55. 
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FUGUE   III. 


REMARKS. 

(1.)  This  Fugue  has  a  Tonal  Answer,  and  would  be  styled  a  Tonal  Fugue.  The  alteration  in  the- 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  The  first  Counter-subject  is  used  regularly  throughout  the  Fugue,  but  the  second  Counter-subject 
is  absent  on  four  occasions — (1)  at  bar  10,  (2)  at  bar  14,  (3)  at  bar  42,  and  (4)  at  bar  52. 

(3.)  It  has  no  Counter-exposition,  the  Answer  in  bar  10  being  merely  redundant,  in  order  to  show  the 
Counter-subject  below  it. 

(4.)  The  construction  of  the  Episodes  is  as  follows : — 

Episode  I.  (bar  7).  The  Treble  proposes  a  new  subject,  which  is  imitated  freely  by  the  Alto,  the  Bass 
having  a  running  Counterpoint.  All  three  parts  move  in  a  descending  sequence. 

Episode  II.  (bar  12).  A  detached  figure  (formed  from  the  Treble  of  Episode  I.)  is  proposed  by  the 
Bass,  imitated  freely  by  the  Tenor;  the  rolling  figure,  which  in  the  former  Episode  was  entrusted  to  the 
Bass,  is  here  assigned  to  the  Treble. 

Episode  III.  (bar  16).  A  figure  (first  noticeable  in  bar  9(")  is  proposed  by  the  Treble,  imitated  by  the 
Alto ;  the  rolling  figure  in  the  Bass  being  a  transposition  of  that  in  Episode  I. 

Episode  IV.  (bar  22).    The  first  part  of  this  (bars  21 22(3))  is  joined  to  the  previous  Thematic  work,. 

which  it  carries  on  to  a  perfect  cadence  in  EJ  minor.     The  second  part  consists  of  an  imitation  of  the  first 
limb  of  the  Subject  in  the  Treble  in  a  descending  sequence,  the  Tenor  having  a  running  Counterpoint. 

Episode  V.  (bar  28).  This  is  the  most  important:  its  first  section,  as  far  as  bar  S0(8),  should  be 
compared  with  Episode  I.;  its  second  section,  to  bar  34<3),  transposes  the  melodic  figures  of  the  former 
to  different  parts.  From  bar  35  to  42  two  parts  only  are  employed,  interchanging  sequentially  fragments 
of  the  Subject  with  each  other. 

Episode  VI.  (bar  48).  This  is  a  summary  of  the  figures  used  in  the  preceding  Episodes,  with  the 
momentary  addition  of  a  new  figure  in  the  Treble  and  Alto  (bar  48). 

(5.)  This  Fugue  is  remarkable  for  its  employment  of  two  Counter-subjects,  and  also — though  on  two 
occasions  only — of  a  third  Counter-subject.  Also  for  the  number  of  its  Episodes  and  their  great  importance 
in  the  scheme  of  the  work. 


BUI 


PRELUDE  IV. 


SUMMARY. 
This  Prelude  is  built  upon  the  following  figure  : — 

t*A 


Bars  1 — 14,  PERIOD  I.  (ending  in  the  Dominant  Minor,  Gfl  . 
Bars  14  (6)— 39,  PERIOD  II.  (mostly  in  the  original  key). 

REMARKS. 

Period  I.  may  be  divided  into  three  Sections,  the  first  division  being  at  bar  4,  where  the  Dominant  is 
reached ;  the  second  at  bar  8,  where  Theme  I.  appears  in  the  Tenor  in  the  Relative  Major,  and  the  third  at 
bar  14,  where  there  is  a  Perfect  Cadence  in  the  Dominant  Minor. 

Periods  I.  and  II.  are  both  Imitative.  At  the  opening  of  Period  I.  the  Tenor  imitates  the  Treble  at  the 
distance  of  one  bar.  In  bar  5,  a  second  Theme  appears  in  the  Treble,  which  is  repeated  in  the  two  following 
bars  in  a  descending  Sequence.  In  Period  II.  both  Themes  are  used  for  development,  after  bar  23,  how- 
ever, Theme  II.  disappears,  and  the  piece  is  worked  with  material  drawn  from  Theme  I.,  the  Bass  part 
freely  imitating  the  Treble. 

A  remarkable  example  of  interest  being  maintained  without  Modulation.  Almost  the  whole  Prelude 
centralises  on  C#,  and  variety  is  obtained  by  changes  in  the  manner  of  the  treatment  of  the  ideas,  rather 
than  by  tonal  contrast. 


PRELUDE  IV. 

Cfl  MINOR. 
SHOWING  THE  STRUCTURE. 


Andante  con  molo.  4  -  92. 


Th.  II. 


PERIOD   I.      Cj  Minor,  establishing  the  kev. 


Bach— 48  Preludes  and  Fuguts.— Novello.        B 
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PRELUDE    IV. 
12 


Th.  II. 


Fragment  of  TA.  7 
C|  Minor. 


Descending  Sequence. 
20  -— — 


21 


All      in       the     original      key      (C4^^1inor)7      variety 

' 


f3— 


25 


being          secured          by          changes          in          the  mode  of          treatment        of          ideas. 


From  this  point  the  Bass  freely  imitates  the  Treble. 
31  32 


Passage      strengthening      the       Dominant 


35 


36 


87 


38 


39 


Ni       I. 


of  Cj  Minor. 


Fragmen^of  TA.  77. 


Imitation  of  Th.  I. 

Working  gradually  back  to 


«  J* 
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Imitation  of  Th.  I. 


FUGUE   IV.  (Ctf  MINOR). 


IN  FIVE  PARTS. 
Andante  maestoso,  (f  =  116.) 


4 


4. 


(legato.) 


Bars     1 

»       4. 


11 


_7<2) 
_10<2> 

.12 


„  14H2_17 

"  18 19 

//  19H2 22(1) 

«  22112 25 

»  25112 29 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Bass  ...         ...         ...         

Real  Answer  in  Tenor  ...         ...         ...         

Subject  in  Alto ...         ...         ...         

Codetta. 

Answer  in  Second  Treble.      Compare  this  with  the  previous  Answer  in 

Tenor.      It  is  to  be  noted  that  except  its  first  note  it  is  in  Fjf  minor 

instead  of  GJf  minor. 

Subject  in  First  Treble 

Codetta. 

Answer  in  Tenor  ...         ...         ...         ...         ...         

Subject  in  Tenor 


Answer  in  Alto    ...         ...         ...         ...         ...         ...         ...         ...         ...     CJf  minor 


KEYS. 

CJf  minor 
GJf  minor 
CJf  minor 


CJf  minor 

GJf  minor 
Fjf  minor 


n  29112 32 

n  32112 35 

n  35  (2>     38 

//  35112 38  <2> 

a  38(3)     4K«> 

"  41 .44 

„  44(8)    ,47(8) 

n  46112 48  <4> 

«  49 51 

//  51112_54 

;/  52112_54 

H  54il2_57 

n  65112 57 

n  57 59 

//  59 62 

n  60112 62 

//  62HI_65 

n  64112_66 

n  65 66  <3> 

n  66 _68 

n  67112 69  <8> 

n  69 71 

»  711!2_73 

n  73 76<J> 

n  74112 76 

»  76 79 

»  77 78(8> 

„  78  (8)     81 

•  79112_81 
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MODULATORY   SECTION. 

Answer  in  Bass  ...         ...         

Subject  in  Alto    ... 

Counter-subject  I.  in  First  Treble  (this  being  its  first  appearance). 

Subject  in  Tenor 

Answer  in  Alto.     Counter-subject  I.  in  First  Treble  

Episode  I.,  modulating  from  GjJ  minor  to  CJf  minor.  The  Tenor  is  an 
inversion  of  the  Counter-subject  of  the  Treble  in  an  ascending  sequence. 

Subject  in  Second  Treble.     Counter-subject  I.  in  Bass 

Counter-subject  I.  in  First  Treble. 

Subject  in  First  Treble.  Counter-subject  I.  in  Second  Treble.  Counter- 
subject  II.  in  Tenor,  this  being  the  first  appearance  of  the  latter 

Subject  in  Bass.     Counter-subject  I.  in  Tenor         ...         ...         

Counter-subject  II.  in  First  Treble. 

Answer  in  Second  Treble.     Counter-subject  I.  in  Tenor 

Counter-subject  II.  in  Bass. 

Counter-subject  I.  in  First  Treble.   Counter-subject  II.  in  Second  Treble. 

Subject  in  First  Treble.     Counter-subject  I.  in  Second  Treble     

Counter-subject  II.  in  Alto. 

Episode  II.,  modulating  from  CJf  minor  to  GJf  major.  Counter-subject  II. 
in  First  Treble.  Counter-subject  I.  in  Second  Treble. 

Counter-subject  II.  in  Tenor. 

Counter-subject  II.  in  Bass. 

Subject  in  First  Treble.     Counter-subject  I.  in  Bass          

Counter-subject  II.  in  Second  Treble. 

Counter-subject  I.  in  First  Soprano.     Counter-subject  II.  in  Tenor. 

Counter-subject  II.  in  Second  Treble. 

Subject  in  Bass.     Counter-subject  I.  in  Alto  ...         

Counter-subject  II.  in  Tenor. 

Subject  in  First  Treble.     Counter-subject  I.  in  Bass          ...          

Counter-subject  II.  in  Second  Treble. 

Counter-subject  I.  in  Second  Treble. 

Counter-subject  II.  in  Bass. 

(  13  ) 


B  major 
E  major 

CJf  minor 
GJf  minor 


CJf  minor 

Fjf  minor 
Fjf  minor 

A  major 
j  Cfl  minor 


DJf  minor 

CJf  minor 
CJf  minor 


Bars 

n 

n 
n 
n 

n 

81 

84 

84 

84 

86 

85(2) 

87 

86 

88 

89 

92d) 

90 

92 

92 

94(1) 

9811L. 
94 

_95<2> 
96 

97 

96 

98 

97. 
98. 


100 
.100 


102<2> 
.104 


//  100_ 

n  102 

n  103'2' 

n  104 106  <J> 

n  105'2'_1Q6'3' 

»  1Q7'2)    1Q8'3' 

"    108i!J_109(4> 

n    110 115 

n    112 115 

.115 
115 


FUGUE  IV. 
MODULATORY  SECTION — continued. 

Subject  in  Tenor.     Counter-subject  I.  in  First  Treble        

Counter-subject  II.  in  Alto. 

Episode  III.,  modulating  from  CJf  minor  to  F#  minor.     Counter-subject  I. 
in  First  Treble.     Counter-subject  II.  in  Tenor. 

Counter-subject  II.  in  Second  Treble  

Counter-subject  I.  in  First  Treble.     Counter-subject  II.  in  Bass. 

Subject  in  First  Treble 

Counter-subject  II.  in  Bass. 

Counter-subject  I.  in  Tenor.     Counter-subject  II.  in  First  Treble. 

Counter-subject  II.  in  Second  Treble. 

Subject  in  First  Treble.     Counter-subject  II.  in  Tenor      

Counter-subject  II.  in  Alto.     Answer  in  Second  Treble 

Counter-subject  II.  in  Tenor.     Subject  in  First  Treble      

RECAPITULATORY  SECTION. 

Answer  in  Bass.     Counter-subject  II.  in  Alto          

Counter-subject    II.    in    Second    Treble,    in    Tenor,    in    First    Treble, 

successively  in  Stretto. 

Codetta.     Subject  in  Tenor.     Counter-subject  II.  in  Bass 
Counter-subject  II.  in  Tenor. 
Counter-subject  II.  in  Alto. 
Counter-subject  II.  in  Second  Treble. 
Counter-subject  II.  in  Tenor,  on  Dominant  Pedal. 
Subject  in  First  Treble.     Counter-subject  II.  in  Second  Treble  and  Alto, 

in  thirds  simultaneously 
Counter-subject  II.  in  Tenor. 

Coda         

Tonic  Pedal 

Imitation  of  Subject  in  Second  Treble 

Counter-subject  II.  in  Alto.     Final  Chord  major.     Tierce  de  Picardie  ... 


KEYS. 

C£  miuoi 


F$  minor 
C$  minor 


E  major 
B  major 
FJf  minor 


0$  minor 
CJf  minor 


SUMMARY. 


Exposition  :     Bars  1 17. 

Counter-exposition  (incomplete) :     Bars  19. 
Codettas :     Two. 
Episodes :     Three. 


.29. 


Cjf  minor 
minor 

major 
',  major 


.108 


Stretti :    Several  examples  between  bars  92_ 

in  which   the   Subject,  Answer,  and   Counter- 
subject  II.  exclusively  take  part. 

Coda  :     Bars  110 115. 

Dominant  Pedal :     Bars  105 108. 

Tonic  Pedal :     Bars  112 115. 


REMARKS. 

(1.)  This  Fugue  is  in  five  parts.     It  has  a  "  real  "  Answer  and  would  be  styled  a  "  real  "  Fugue. 

(2.)  The  Exposition  is  remarkable  for  the  firmness  and  solidity  with  which  it  is  built  up.  Neither  of 
the  Counter-subjects  appear  in  it,  but  in  their  place  another  melody  is  used,  which,  however,  disappears 
after  bar  40. 

(3.)  The  Counter-exposition  is  not  regularly  worked  and  is  incomplete  (bars  19 29).  The  entries 

of  the  Subject  and  Answer  also  do  not  appear  in  regular  order. 

(4.)  The  Counter-subjects  make  their  appearance  somewhat  late,  the  Counter- subject  I.  appearing 
first  in  bar  35  and  the  Counter-subject  II.  in  bar  49. 

(5.)  The  second  Counter-subject  is  employed  much  more  frequently  than  the  first;  indeed,  after  bar  94 
the  Counter-subject  I.  disappears,  but  the  Counter-subject  II.  after  this  point  is  used  sixteen  times. 

(6.)  Triple  Counterpoint  is  chiefly  used  in  this  Fugue,  as  there  are  two  Counter-subjects  to  be  worked 
ibove  and  below  the  Subject  and  Answer. 

(7.)  The  device  of  Inversion  of  the  first  Counter-subject  is  used  in  bars  41 43  in  an  ascending 

sequence.  There  is  no  Augmentation  or  Diminution  proper. 

(8.)  Great  prominence  is  given  to  Counter-subject  II.  in  the  latter  part  of  the  Fugue,  from  bar  93 
to  the  end. 
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PRELUDE  V. 


SUMMARY. 

This  Prelude  is  an  example  of  the  expansion  of  the  simpler  method  of  Arpeggios  (as  seen  in 
Nos.  1  and  2)  into  more  definitely  vivid  figures,  occupying  a  proportionately  wider  range  ot  the  key-board. 
It  is  founded  upon  the  following  figure  :— 


Bars  1 — 18,  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  Tonic). 
Bars  13 — 20,  PERIOD  II.  (ending  with  Perfect  Cadence  in  the  Subdominant). 
Bars  20 — 25,  PERIOD  III.  (Episodal,  ending  with  Perfect  Cadence  in  the  Tonic). 
Bars  25 — 35,  PERIOD  IV.  (Coda,  comprising  Dominant  Pedal  in  bars  27—30). 


REMARKS. 

In  the  structure  of  the  Bass  and  Treble,  the  former,  after  establishing  its  chord,  frequently  skips  through 
part  of  its  Arpeggio  and  to  its  Octave ;  the  Treble  is  made  up  of  the  component  parts  of  the  various  chords 
employed,  interspersed  with  Passing  Notes. 

Bars  6  and  7  are  an  Imitation  of  bars  3  and  4  in  the  fourth  below. 

Bars  20 — 25  are  a  recapitulation  in  the  Subdominant  of  the  opening  bars. 

• 
PERIOD  I.  may  be  divided  into  two  Sections  at  bar  6  (*). 

PERIODS  II.  and  III.  cannot  be  subdivided. 


(  18} 


PRELUDE  V. 

D  MAJOR. 

SHOWING  THE  MELODIC  FEATURES.     THE  BASS  PART  DRAWN  OUT  IN  LONG  NOTES  TO 

SHOW  THE  GROUNDWORK. 
_L_.        '234  56  7 
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ft»    J       |F" 

-•  —  1—  H  —  *  

0MM 

* 

?•  1  1  J  1 

1.I-.1.-      >u    i         (From  here  it  moves  to  the  Dominant,  and  confirms  it)     (  From  here  it  modulates  tran- 
PERIOD  I.     D  Major,  establishing  the  key.  |                                                     by  a  Perfect  Cadence.  [    j                   siently  to  E  Minor> 
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Return  to  the  Tonic.         PERIOD  IV. 
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:=M= 
(Coda.) 
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1 

Dominant  Pedal. 
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(Bravura  passage.) 
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FUGUE  V.  (D  MAJOR). 

IN  FOUR  PARTS. 
Allegro  maestoso.  4  -  76.^  .     m    ^  . 


(f  resoluto.) 


tl 
II 

II 

H 

II 
II 
II 

n 

R<    > 

9 

9121 

lid) 

H(2) 

12 

12111- 

-13 
14 

]4(2)    . 

15'1' 

15(2) 

16 

17 

19 

20 

22 

ANALYSIS. 

ENUNCIATION  SECTION. 

KEY 

Subject  in  Bass  ...         ...         ...  D 

Real  Answer  in  Tenor  ...         ... A 

Codetta. 

Subject  in  Alto D 

Answer  in  Treble  ...         A 

Codetta,  containing  allusions  to  the  first  figure  of  Subject. 

Subject  in  Bass  ...         ...         j  D 


MODULATORY   SECTION. 

Answer  in  Treble 

Episode   I.,  modulating   from    B    minor   to    G  major,  introducing  new 

features  of  importance. 
Subject  in  Treble 
Answer  in  Alto   ... 

Answer  (incomplete)  in  Bass   ...         

Subject  in  Tenor 

Answer  in  Bass  and  Close  in  E  minor 

Episode  II.,  modulating  from  E  minor  to  G  major,  the  material  the 

same  as  in  Episode  I. 
Free  imitations  of  the  first  limb  of  the  Subject. 

RECAPITULATORY  SECTION. 
Close  in  D  and  Coda,  founded  on  figures  of  Subject 

SUMMARY. 

Exposition  :     Bars  1 6. 

Counter-exposition :     None. 
Counter-subject :     None. 
Episodes :     Two. 
Stretti :     None. 
Pedal :     None. 


B  minor 


G 
D 
D 

E  minor 


REMARKS. 
(1.)  This  Fugue  has  a  "  real  "  Answer,  and  would  be  styled  a  "  real "  Fugue. 

(2.)  In  Episode  I.  a  new  melodic  figure  is  introduced  in  the  Treble,  the  Alto  and  Tenor  being  made 
up  of  the  second  limb  of  the  Subject,  while  the  Bass  is  formed  from  its  first  group  of  demisemiquavers. 
In  Episode  II.  the  melodic  figures  employed  in  the  Treble  and  Bass  of  Episode  I.  are  reversed. 

(3.)  There  are  no  devices  of  Augmentation,  Diminution,  or  Inversion  employed,  yet  owing  to  th; 
strongly  characteristic  nature  of  the  first  limb  of  the  Subject  this  is  a  very  interesting  and  closely  knit- 
though  somewhat  irregular — Fugue. 

S25L  (  17  ) 


PRELUDE  VI. 


SUMMARY. 


This  Prelude  is  founded  upon  the  following  figure: — 


• — r      r      r      r 

»— ^___j 1 


Bars  1—6,  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  Relative  Major,  F). 
Bars  6—15,  PERIOD  II.  (ending  with  the  Perfect  Cadence  in  the  Tonic  Major,  D). 
Bars  15—26,  PERIOD  III.  (Coda). 


Bars  1— 2(2),  Tonic  Pedal. 
Bars  15—21  (2),  Tonic  Pedal. 
Bar  23,  Dominant  Pedal. 


REMARKS. 

In  the  early  part  of  this  Prelude  the  sequential  character  of  some  of  its  Phrases  should  be  noted,  for 
instance,  bars  6  (2) — 8(x)are  imitated  by  bars  8(2)— 10(a)in  an  ascending  Sequence.  It  is  then  broken  for 
two  bars,  but  re-appears  in  bars  12  (a) — 14. 

Period  II.  is  Modulatory ;  its  first  Phrase,  bars  6  (a)— 8  (1),  modulating  to  G  Minor  (Subdominant),  its 
second  Phrase  to  A  Minor  (Dominant),  and  so  on,  proceeding  finally  to  the  Tonic  Major  (bar  15^,  where  the 
Coda  is  commenced. 


82ol. 


(18) 


Allegro  ma  non 


1  , 

i  tn,ffo.  0 


PRELUDE  VI. 

D  MINOR. 

SHOWING  THE  STRUCTURE. 

r» 

3 


PERIOD  I.  D  Minor,  establishing  the  key. 


TT.  "  rrrrEiEg 


From    here    it    gently    moves    away    for    contrast    to    the     Relative     Major. 

PPr»rr" 

-•    r 


Tonic  Pedal. 


Imitation  of  former  Sequence. 


Tonic  Pedal. 


r  I  r  r  r  r  r  r  r  r  fr  r  f  r 
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FUGUE  VI.  (D  MINOR). 


IN  THREE  PARTS. 


Andante  con  moto.  4  -  72. 


^ 


ANALYSIS. 


Bars 


_3<i> 
_5<i> 

.6 


fi(-i) 


ENUNCIATION  SECTION. 


Subject  in  Treble  

Real  Answer  in  Alto,  with  Counter-subject  in  Treble 
Codetta,  founded  on  Counter-subject. 
Subject  in  Bass.     First  limb  of  Counter-subject  in  Treble 
Second  limb  of  Counter-subject  in  Alto. 


D 

A 


27±L1J_29<2> 

28 30  <x) 

29 31*1' 

81 33 

33Izi2_84 
84llil_86 
86 39 


MODULATORY   SECTION. 

Subject  (irregular  as  to  position)  in  Treble.     Counter-subject  in  Bass    ... 
Episode  I.,  modulating  from  D  to  A,  forming  a  descending  sequence. 
Subject  (fragment  of)  in  Bass,  the  first  note  being  altered  (EP  instead 

of  F).     Answer  in  Alto  (first  five  notes  only)  by  Inversion 

Subject  in  Treble.     Counter-subject  (first  part  only)  in  Bass        

Stretto  I.  (incomplete). 

Answer  by  Inversion  in  Alto.     Ascending  sequential  figure  in  the  Bass  in 

bars  15  and  16  ...         

Fragment  of  Counter-subject  in  Treble.     Subject  in  Bass  and  Subject  in 

Alto  successively,  in  Stretto.     Close  in  A  in  bar  21 

Subject  in  Bass.     Counter-subject  in  Treble  

Answer  by  Inversion  in  Treble.     Stretto  III.  (incomplete) 

Subject  by  Inversion  in  Bass   ... 

Counter-subject  in  Treble. 

Episode  II.,  modulating  from  D  minor  to  G  minor. 

Subject  by  Inversion  in  Bass  ... 

Answer  by  Inversion  in  Treble.     Stretto  IV.  (complete) 

Subject  in  Alto. 

Answer  by  Inversion  in  Bass,  passing  to  G  minor  ... 

Episode  III.,  modulating  from  G  minor  to  D  minor  by  way  of  F. 

Subject  in  Alto  (incomplete)    ...         

Subject  in  Bass.     Stretto  V.  (incomplete)    ...         

Episode  IV.,  modulating  from  G  minor  to  D  minor. 


D 
A 


A 
A 
A 
D 


G 

A 


D 
D 


39 '-D    41 

40 42 

42 44 

48 44 


RECAPITULATORY  SECTION. 


Subject  in  Bass 

Subject  in  Alto.     Stretto  VI.  (incomplete)    ... 

Coda        

Pedal.     Final  chord  major.    Tierce  de  Picardie. 


D 
D 
D 
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FUGUE  VI. 


SUMMARY. 
Exposition  :     Bars  1 8. 

Counter-exposition :     None. 
Episodes :     Four. 

Stretti :     Six,  one  being  complete  and  five  incomplete.     The  entries  are  all  exactly  at  one  bar's 
distance  from  each  other. 

Free  Inversion  of  the  Subject  and  Answer  :     Several  instances. 

Coda  :     Bars  42 44. 

Tonic  Pedal :     Bars  43 44. 


REMARKS. 

(1.)  This  Fugue  has  a  "  real  "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

(2.)  The  treatment  of  the  Subject  is  remarkable  on  account  of  its  frequent  employment  of  the  major 
instead  of  the  minor  third.  After  the  Exposition  the  theme  is  used  no  less  than  eight  times  with  the  major 
third. 

(3.)  This  Fugue  contains  the  device  of  Inversion  of  the  Subject  and  Answer. 

(4.)  At  bar  7('1}  the  Counter-subject  is  transferred  from  the  Treble  to  the  Alto,  halfway  through. 

(5.)  The  Episodes  are  constructed  from  material  taken  from  the  Counter-subject. 

(6.)  On  the  Tonic  Pedal,  the  Subject  is  used  in  the  second  and  third  voices  by  inversion,  and  at  the 
same  time  by  direct  motion  in  the  fourth  and  fifth  voices  (bar  43),  forming  a  succession  of  rich  harmonies 
in  six  parts,  for  the  conclusion. 


8J51. 
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PRELUDE  VII. 


SUMMARY. 

Bars  1 — 10,  PERIOD  I.  (concise  statement  of  Theme  I.  and  confirmation  of  key  of  Tonic). 
Bars  10 — 25,  PERIOD  II.  (ending  on  the  Dominant). 

Bars  25 — 35,  PERIOD  III.  (mostly  in  Bb,  and  ending  on  the  Mediant  Minor,  G). 
Bars  85—41  (8),  PERIOD  IV.  (ending  on  the  Relative  Minor,  C). 
Bars  41 — 58  (8),  PERIOD  V.  (ending  on  the  Subdominant  Major,  A!?). 
Bars  58  (4) — 70,  PERIOD  VI.  (ending  on  the  Tonic). 


Bars  1—4,  Tonic  Pedal. 

Bars  8— 10  O,  Dominant  Pedal. 

Bars  68 — 70,  Tonic  Pedal  and  Coda. 


REMARKS. 

Bars  1 — 10  are  devoted  to  establishing  the  key  of  the  Tonic  (Eb),  and  presenting  Theme  I.  in  its  most 
concise  form.  Bars  10 — 25  introduce  Theme  II.  in  a  closely  linked  chain  of  suspensions  induced  by  Imita- 
tions. At  Bar  25  Theme  I.  is  resumed  in  an  extended  form  and  combined  with  Theme  II.,  this  latter  being 
written  in  Double  Counterpoint  in  the  Octave  and  Twelfth*  with  Theme  I.  The  remainder  of  the  Prelude 
is  devoted  to  an  almost  ceaseless  interlacing  of  the  two  Themes. 


PRELUDE  VII. 

Eb  MAJOR. 
SHOWING  THE  STRUCTURE. 


Moderato  con  cspressione.   f  —  80. 
Th.  I. 


*  Instances  of  its  employment  in  Double  Counterpoint  in  the  Twelfth  occur  at  bars  47  (')— 49  (')  and  68  ('). 
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PRELUDE   VII. 


PERIOD  II. 
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Th.  II. 
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PRELUDE  VII. 


tr 


Th.  II.- 
35 


36 


-r~f 


h.  II.- 


PERIOD  IV. 


**j3M&5. 


tTf 


38 
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39 
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PERIOD  V. 


J-- J-- 


Th.  II.- 
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PRELUDE   VII. 
53 


garfl.?fr 
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FUGUE    VII. 


MAJOR), 


IN  THREE   PARTS. 


Allegro  con  brio.  4  —  108. 


ar 

5      1  

_Hl°» 

Subject 
remaii 
bar   3 

;/ 

g 

4<3) 

promu 
Tonal  A 

* 

41-3) 

_6 

Codetta, 

H 

fi 

7<3) 

Subject 

H 

7(3) 

11 

Episode 

the  fir 

H 

11 

12(3) 

Answer 

H 

121-3) 

17(3)      Eoisode 

II 

17(3) 

Close  in 

II 

19 

20<3> 

Codetta. 

II 

20H) 

22fl> 

Subject  i 

II 

22 

26 

Episode 

H 

2fi 

27(3) 

Answer  i 

It 

27(3) 

29 

Episode 

II 

29 

30<3' 

Subject 

II 

80  (-3) 

34 

Episode 

H 

84 

85<3' 

Answer 

H 

85 

87 

Coda 

ANALYSIS. 

ENUNCIATION   SECTION. 

Subject  in  Treble,  ending  on  the  first  semiquaver  of  beat  8,  bar  2 ;  the 
ng   semiquavers  in  the   Treble,  including  the  first  quaver  of 
forming   a   short  Codetta,  the  figure  of  which  becomes  very 
prominent  in  the  course  of  the  Fugue 
Tonal  Answer  in  Alto,  with  Counter-subject  in  Treble 
Codetta,  founded  mainly  on  the  figure  of  the  first  Codetta. 
Subject  in  Bass.     Counter-subject  in  Alto    ... 

Episode  I.,  modulating  from  Bb  to  Eb,  formed  from  the  figure  used  in 
st  Codetta, 
in  Treble.     Counter-subject  in  Bass 

MODULATORY    SECTION. 

II.,  modulating  from  Eb  major  to  C  minor  by  sequence. 
C  minor.     Answer  in  Alto.     Counter-subject  in  Treble... 

in  Bass.     Counter-subject  in  Alto   ... 

III.,  modulating  from  G  minor  to  Eb  major, 
in  Bass.     Counter-subject  in  Treble 

IV.,  modulating  from  Eb,  through  Bb  and  back  to  Eb. 
in  Treble.     Counter-subject  in  Alto 

V.,  modulating  from  Eb,  through  Ab  and  Bb,  back  to  Eb. 


RECAPITULATORY  SECTION. 
Counter-Subject  absent     ... 


Eb&Bi?" 

Bb&Eb 
Eb&fib 

Eb 

C  minor 

C  minor  & 
G  minor 

Eb 
Eb&Bb 


Eb 


SUMMARY. 


Exposition:     Bars  1 7. 

Counter-exposition :     None. 
Codettas :     Three. 


Episodes :     Five. 

Stretti :     None. 

Coda  :     Bars  35 87. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  styled  a  "  tonal  "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  An  excellent  example  of  the  use  and  importance  of  the  Codetta  is  shown  in  bar  2. 

(3.)  The  Episodes  are  formed  from  the  material  employed  in  the  first  Codetta.  In  Episode  V.  two 
points  should  be  specially  noticed,  (1)  the  strides  of  the  9th  in  the  melodic  figure  of  the  Treble,  (2)  the  free 
imitation  by  the  Alto  in  contrary  motion  of  the  Arpeggio  figure  of  the  Bass. 

(4.)  In  the  Coda  the  Bass  momentarily  imitates  the  descending  figure  of  the  Treble. 
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The  second  limb  of  the  Subject  is  distinctly  in  the  key  of  B£>. 
(  26) 


PRELUDE  VIII. 


SUMMARY. 

The  impassioned  Cantilena  is  supported  by  the  characteristic  repetition  of  the  Chord,  three  times  in 
each  bar : — 


Bars  1 — 16  (*),  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  key  of  the  Dominant  Minor, 
Bars  16 — 28,  PERIOD  II.  (Modulatory). 
Bars  28—40,  PERIOD  III.  (Coda). 


REMARKS. 

Period  I.  may  be  divided  into  four  Phrases;  the  first  Phrase  ending  in  the  Tonic  at  bar  4;  the  second 
in  the  Subdominant  Minor  (Ab)  at  bar  8;  the  third  in  the  Dominant  Minor  (Bb)  at  bar  12;  and  the  fourth 
in  the  Dominant  Minor  by  a  Perfect  Cadence  at  bar  16. 

Period  II.  has  two  divisions  (1)  in  bar  20,  (2)  in  bar  28,  where  the  Coda  is  reached.  This  Period  aims 
at  continuity  rather  than  subdivision. 

Note  the  striking  pair  of  Interrupted  Cadences,  bars  28  and  37,  successively  deferring  the  close  of  the 
movement  consistently  with  the  pathetic  mood  of  the  Music. 


Adagio  con  espress.  a  -  50. 


PRELUDE  VIII. 

Eb  MINOR. 
SHOWING  THE  STRUCTURE. 


~ffav  P  k 

z4^i    '  —  '  j1*- 

=ri=^^^— 

L;  =^  ^^g  

15>     f  a^s.*!    * 

%J~ 

PERIOD  I.                          E[>     Minor,         establishing           the           key. 
• 

Departure     from     E[> 

(fiujla  (j 

,  •> 

I         (."-,                     U-, 

•>  <! 

T  "  |_. 

-s*  &  ©  

'  P                                                                                                                                         s_ 

^1                      1 

Th.  I.  in  contrary  motion. 


. 

Minor          to          the          Subdominant          Minor. 


i 


gradually        mov£s 


- 

,     r 


a  -  L- 

i 


Bach — 48  Preludes  and  Fugues.— Novello.       C 


(  27  ) 
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PRELUDE   VIII. 


11 


12 


13 


14 


s 


p.        t,   . 
' 


- 


** 

to         the         Dominant        Minor. 


s^_  _ 

Marked      procedure     by      Perfect      Cadence 

--*         ths-       ^'          ^' 


15 


16 


to        the         Dominant         Minor.         PERIOD  II.  (Modulatory). 
J  J 


535E 


rr.fr  ;jJj 


r    i  ; 


19 


20 


21 


22 


f  JLjL^j,  1*  Hfi^  ~-  

-•-'   £    -  .     !X*L              - 

y  :  ^  "  —  ^  £j*  •  *  r 

*"B     i*r      ' 

•  -.}>0p^^       d^~1 

@y?:£.i,  h—   —  ^  *  «•>  •    *    F  •  

Imitation  of  th 

1  p  —  ~  /     t)*  '     ^!* 

e  Treble  at  the  Octave. 

U-  .  —  «~*  —  r    —  r;  —  -^~.  —  w+~ 

~l  ia   b  6"  — 

—  ^  '  ^  T  ^J  

\^_ 

L^  fc: 

_23 

-Uk'J-  Jd= 


24 


Free  Imitation  of  figure 


HEEfc 


* 


used  in  bar  20.    27 


28 


29 


30 


31 


^^^-  —  fr, 

^fir-^fep 

^ 

»-    -•- 
/ 

l         > 
-^-*-=g^ 

a.         J^ 

-^  J-rr-rV 

<L/ 

-Wrt-- 

:^=±t^: 
Return  to  the 

iSb 

=^ 

Original 

'  ! 

key  (E\>  Minor 

g  

. 
^ 

b        , 
CODA.  PERIOD  III. 

gi°  iT  ^ 

o_i_                                     —  a  —     ~    q^ 
Sently  moving  to  Subdominant.                     .       ,  . 

!L_t}i—  ?—  1*  —  ^>^   o  * 

^w^ft    L 

t^i1^  

•  1  1  

^  —  ^-  • 

1  1  

32 


33 


34 


36 


il 


38 


39  40 


^g^aw 


Gradual  return  to  Ej?,  and  confirmation  of  the  key. 
]       i       i  (Bravura  passage.) 


s 


Ho- 


1  1  i 
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(  28) 


FUGUE  VIII.  (Dtf  MINOR). 


IN  THREE  PARTS. 
Andante  con  moto.  9  —  78. 


1 


Tr=f 


(legato.) 

ANALYSIS. 
ENUNCIATION  SECTION. 

KEYS. 

Bars     1 8(8)  Subject  in  Alto DJf  minor 

n       3111 6(1)  Tonal  Answer  in  Treble  ...         ., AJf  minor 

n       6 7  Codetta. 

*       8 10(8>  Subject  in  Bass ,..        ...  DJf  minor 

MODULATORY    SECTION. 

»  11 12  Chromatically  descending  Bass,  with  florid  upper  parts. 

H  121iH_14<4>  Answer  in  Bass DJf  minor 

n  15 19(3>  Episode  1.,  modulating  from  GJf  minor,  through  DJf  minor,  to  AJf  minor. 

n  19111_22(1)  Subject  in  Alto  and  in  Treble,  successively  making  Stretto  I.       ...         ...      AJJ  minor 

ii  23 24  Codetta. 

»  24111 27  Stretto  II.,  Subject  in  Treble,  Alto,  and  Bass,  but  slightly  altered  in  all 

three  parts. 

v  27 29(3)  Stretto  III.,  Subject  in  Treble,  FJf  major.     Answer  in  Alto          FJJ  major 

n  30 32<4)  Subject  by  Inversion  in  Treble  FJf  major 

n  33 36  Episode  II.,  modulating  from  DJf  minor  to  GJf  minor. 

//  36 38(4)  Subject  by  Inversion  in  Alto DJf  minor 

n  39 41(3)  Answer  by  Inversion  in  Bass DJf  minor 

//  42 43  Codetta. 

//  43 44<2>  Subject  (altered)  in  Treble        DJf  minor 

n  44111 45<4>  Subject  by  Inversion  in  Bass DJf  minor 

n  45 47<3>  Stretto  IV.,  Subject  by  Inversion  in  Treble DJf  minor 

H  47111 49 (4)  Subject  by  Inversion  in  Alto,  GJf  minor.    Fragment  of  Subject  by  inversion 

in  Treble          GJf  minor 

.•/  50 51  Codetta. 

»  52 53  Stretto   V.  (canonic  imitation   in   the    Octave,  the  parts  following  one 

another  at  the  distance  of  a  crotchet). 

n  54 55  Stretto  VI.  (Subjects  inverted). 

n  56 57  Codetta. 

»/  57i±L_60  Subject  in  Treble  , DJf  minor 

//  611ill_64  Subject  in  Alto DJJ  minor 

"  62 67(1)  Stretto  VII.,  Subject  in  Bass  by  Augmentation       DJf  minor 

»  64111 — :67(W  Answer  by  Inversion  in  Treble  GJ  minor 

n  67(1)     69(3)  Subject  in  Bass,  FJf  major.     Subject  in  Alto  by  Augmentation    FJf  major 

//  fifl(-3)    7g(D  Subject  in  Treble  Btf  major 

n  72'4)     75(2)  Answer  in  Alto GJf  minor 

„  75(8)     77  Codetta. 

RECAPITULATORY  SECTION. 

»      77'-D    79(8)     Stretto  VIII.,  Subject  in  Bass,  DJf  minor.     Subject  (altered)  in  Alto      ...      DJJ  minor 

n      77lll_82<4)     Subject  by  Augmentation  in  Treble DJJ  minor 

n     83 87         Coda,  DJf  minor.     Final  chord  major.    Tierce  de  Picardie. 
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FUGUE   VIII. 


SUMMARY. 


Exposition:     Bars  1 10. 

Counter-exposition :     None 
Counter-subject.:     None. 
Episodes :     Two. 


Stretti :     Eight  (some  in  Canon) 
Inversion  :     Several  instances. 
Augmentation  :     Three  instances. 
Coda  :     Bars  83 87. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  styled  a  "  tonal  "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  second  note  to  the  third. 

(2.)  The  Subject  appears  in  its  Inverted  form  for  the  first  time  in  bar  30  (Treble  part). 

(3.)  The  Subject  is  three  times  used  in  Augmentation,  (1)  in  bars  62  in  the  Bass,  (2)  in  bar  67  in  the 
Alto,  (3)  in  bar  77  in  the  Treble.  The  device  is  thus  carried  through  all  three  voices. 

(4.)  In  bar  67  the  Subjects  overlap,  the  last  note  of  the  Subject  in  Augmentation  ends  on  the  first  beat 
of  this  bar,  and  becomes  the  first  note  of  the  normal  Subject  in  the  same  bar. 

(5.)  Examples  of  Canonical  Imitations  will  be  found  in  every  Stretto.  In  Stretti  I.,  II.,  III.,  IV., 
VII.  and  VIII.  the  Canonical  work  appears  in  two  of  the  parts,  the  third  part  being  either  independent  or 
employing  some  device  of  the  Subject.  In  Stretto  V.  the  Canonical  work  appears  in  all  three  parts,  and 
in  Stretto  VI.  in  all  three  parts  by  Inversion. 


(  30  ) 


PRELUDE  IX. 


SUMMARY. 

Bars  1 — 8,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  Dominant). 

Bars  9 — 14,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  Tonic,  viewed  as  Dominant  of 

A,  in  which  key  the  next  Period  is  about  to  appear). 
Bars  15—24,  PERIOD  III.  (reproducing  the  opening  bars  in  the  key  of  the  Subdominant,  and 

gliding  back  in  bar  17  to  the  Original  Tonic). 
Bars  23,  24,(Plagal  Cadence). 


Bars  1,  2(8),  Tonic  Pedal. 

Bars  15,16,(8),  Subdominant  Pedal. 

Bars  19,20,(2),  Dominant  Pedal. 

Bars  22  (8),  23  (4),  Tonic  Pedal  (in  the  Treble). 


REMARKS. 

This  Prelude  is  founded  upon  the  following  figures :— 

'    J 


^  -^TT* 


it 


:£ 


3 


"J- 


In  each  of  the  Periods  there  are  momentary  subdivisions,  in  Period  I.  at  bar  4(1),  in  II.  at  bar  13  (M, 
and  in  III.  at  bar  18  (J). 

Bar  14  is  made  to  perform  a  double  duty  (1)  as  the  concluding  bar  of  Period  II.,  and  (2)  as  a  connecting 
bar  to  Period  III.,  a  Dominant  7th  being  placed  upon  it  to  lead  to  the  key  of  A  major. 


Allegretto piacevole.  J  •  =  I 


PRELUDE  IX. 

E  MAJOR. 
SHOWING   THE   STRUCTURE. 


~w~m~r 


i 


K==5 


PERIOD  I.       E 


Major, 


establishing 


the 


key.    from   here   it   gradually   moves  to 


Here      it     further     confirms     the    key    of    the     Dominant. 
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PRELUDE    IX. 


Close    in     Dominant. 


Modulating  towards        F^        Minor. 


11 


Here  it  works,  back  to  E  Major 


PERIOD  III.  Repetition  of  Opening  Theme  in  the  Subdominant. 


18 


Imitation  of 
fragment  of 
-^    Opening  Theme. 


19. 


The  same. 


Gently         returning         to         E. 


Imitation  of 

fragment  of 

Opening  Theme. 


The  same. 
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Imitation  of  frag- 
ment of  Opening 
Theme  in  Tenor. 


FUGUE  IX.  (E  MAJOR). 


IN  THREE  PARTS. 


Allegro  eon  brio.  0  -  108. 


Bars 


11 


17. 


_3<s> 


_goo 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Alto,  ending  on  first  semiquaver  of  beat  3,  bar  2 

Real  Answer  in  Treble,  entering  slightly  before  the  conclusion  of  Subject, 

with  Counter-subject  in  Alto 
Subject  in  Bass.     Counter-subject  in  Treble 
Codetta. 

Subject  in  Treble.     Counter-subject  in  Bass  

Answer  in  Alto.     Counter-subject  in  Treble. 


_10<4)  |  Answer  in  Bass.     Counter-subject  in  Treble 


16  <-2> 

.17(8) 

.19 

_20<8> 


21  (-2)     32(3) 
22 25 


25<-*>    2fi(" 


26 


.29 


281il>_29 


MODULATORY    SECTION. 

Codetta. 

Subject  in  Treble  

Episode  I.,  modulating  from  GJf  minor  to  C#  minor. 
Subject  in  Alto.     Counter-subject  absent 
Episode  II.,  modulating  from  Cff  minor  to  E. 
Subject  in  Bass.     Counter-subject  absent 
Answer  in  Treble.     Counter-subject  absent  ... 

Subject  in  Alto.     Counter-subject  in  Treble...         ...         

Episode  III.,  modulating  from  E,  sequentially  through  A  and  B,  back  to  E. 

RECAPITULATORY  SECTION. 

Subject  in  Treble.     Counter-subject  in  Alto...         ...         

Coda  


Answer  (fragment)  in  Bass,  slightly  altered  for  the  conclusion. 


SUMMARY. 

Exposition  :     Bars  1 5. 

Counter-exposition :     Bars  6. 

Episodes  :     Three. 

Stretti :     None. 

Coda  :     Bars  26 29. 


.10. 


B 

E 

E 
B 
B 


CJ  minor 
CJf  minor 

E 
B 
E 


E 
E 


REMARKS. 

(1.)  This  Fugue  has  a  "  real  "  Answer,  and  would  be  called  a  "  real  "  Fugue 

(2.)  The  Counter-subject  is  very  short,  and  stands  against  only  a  small  portion  of  the  Subject,  and  on 
three  occasions  (bars  16,  19,  20)  it  is  altogether  omitted. 

(8.)  The  Episodes  are  constructed  from  fragments  taken  sometimes  from  the  Subject  and  sometimes 
from  the  Counter-subject. 

(4.)  In  the  Coda  a  fragment  of  the  Answer  is  introduced  in  the  Bass  to  conclude  with. 

8M1  (  33  ) 


PRELUDE  X. 


SUMMARY. 

Bars  1 — 21  (*),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  Tonic.) 
Bars  21 — 23,  EPISODAL  (Modulating  to  the  Subdominant,  A). 
Bars  23—41,  PERIOD  II.  (Presto). 


REMARKS. 
Period  I.  has  two  subdivisions,  the  first  at  bar  4,  the  second  at  bar  9. 

The  style  of  Period  I.  is  that  of  a  solo  accompanied  by  a  persistent  figure;  and  it  is  indeed  easy  to 
imagine  the  solo  being  played  by  a  Violin  or  Flute,  accompanied  either  by  the  under-strings  or  a  Pianoforte: — 


Period  II.,  starting  with  a  change  of  tempo,  is  in  two  parts  only  as  far  as  bar  34,  then  a  third  part  is 
added,  and  finally  it  concludes  in  four-part  harmony.  The  material  used  in  the  construction  of  this  Period  is 
mainly  drawn  from  the  figure  used  as  accompaniment  (in  the  left  hand)  of  the  opening  bars  of  the  Prelude. 

In  this  Prelude  fresh  artistic  devices  are  built  upon  one  another,  showing  in  fact  the  super-position  of  the 
Florid  Instrumental  Cantilena  above  the  basis  of  the  typical  figures  and  chain  of  chords  as  seen  in  Preludes 
I.  and  II.,  while  in  its  elaborate  and  impassioned  Recitative  work  it  is,  in  affinity  of  principle,  closely  allied 
to  Prelude  VIII. 
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(34  ) 


PRELUDE  X. 

E  MINOR. 
SHOWING  THE  STRUCTURE. 


Allegro  cantabile.  J  -  80. 


gtu  ^  —  ^  *IJ]3 

2                     8                    4  -*-             5                    6 

7                    8 

©  ri  

^£  -fe,        J^     <2-      ..-(-.      o-            -*-        „ 

PERIOD  I.        E        Minor, 

4*44-   */                                        I 

establishing        the        key.             From  here  it  works  to  the  Relative  Major  and  settles  momentaril 
~r^  lo  r3  P  —  ^3~  —  °~S  3  —  '  — 

^S  :  i  
Tonic  Pedal. 

9                           76                     6       9         6             9         6  ~~ 
6                                      5466 
4                                                                         44 

66                    6 

4                      6 
•2.                      4 

r-'  ...         --If                        10  "     H            11                          1"  rr     cS             13                         14>                        15                       16 

^*  0   P  i-r-  r  -  1  r   j  i  „   °  J5|  "  V-h~  —  i 

T3            ?5  r?  n  

«»•  f  P  1  1  eJ  1-  1  j                 __                  ._: 
(Sequence  of  bars  9,  10.) 
there.                   Here    it    touches     upon    E    Minor,    C     Major,    and     gently     moves     to     A     Minor.       From              here 

e?  '  —  -rr1  '  —  1  !  '  —  H  1  '  ^-                1     -'  ^-  — 
6        IE  6                                         H9            6                                           6         jL  6 
u£4                                                           Q                                                          44 
2                                                       4                                                        23 

6             $6              6 
4           T5            4 
2 

23 


17 


18 


19 


20 


21 


22 


^  12X 


24 


r-\ 

tf^  —  —  

^  

= 

.-— 

=r^!  —  |s~~ 

—  c  •  

-^-                   -«-«- 

1  

H- 

* 

gradual!) 

'  br= 

'           returns 


to 

E             Minor. 


Two  bars  modulating  to  A  Minor. 

1  

PERIOD  II. 

^* 
X 

7 

(! 

r> 

**=  1 

tS*-05  Ti 

3 

1 

3 

6 

4 

1     "I 

Tr                if 

6 

6            6 
5 

*1 

^                25                     26                    27 

28                     29                     30 

31 

=>,  7- 

32 

—  p-.  T-=> 

-^.|    l^0-  —  *    ,   i 

f~73  —  j^  —  1  —  ^  — 

&  —  r^2  —  ^n 

~~p  r^  "T 

Here            it 

1       1     1   '       '1               1   '       III       1     ± 

touches            A            Minor,            C            Major,            and            gradually 

works 

-T    r 

home            to 

7           65 

•i    ' 

6                         6 

6     I6            \ 

4 

=3=^ 
*6           6 
5           4 

•^  ^  ' 

.33                  34 

35                  36                 37                  38                  39 

3  1  'J                                                                          '-x  r-n  * 

r         1  1  KTT  fl>T  —  ~2< 

40                   41 

E  Minor. 
Dominant 

—  &  —  $&  —  4^"  —  1^  —  —  <s(  —  '  —   ' 

Pedal. 

:  1  r~        1 

1  1  J  -     I   1     1          H 

5     -    |«    te      e 

6            -         *5         i            < 
5 

i9          67           67          6b9           6 

I                     *        £          *          4         J        $t 

^  —  y-j  —  „  —  s  y 

i                J    f 
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FUGUE   X.    (E  MINOR). 


IN  TWO  PARTS. 


Allegro  giocoso.  J  =  126. 


lE3 


Bars 


1. 
8. 


3d) 

_5<D 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Treble,  ending  on  the  second  quaver  of  bar  8 
Real  Answer  in  Bass.     Counter-subject  in  Treble 


KEYS. 

E  minor 
B  minor 


» 
It 
n 

•H 
M 
H 
H 
H 
n 
•H 

5 

11 

Episode 
Subject 
Answer 
Episode 
Subject 
Answer 
Episode 
Subject 
Answer 
Episode 
and  a 

11 

IS'1' 

13 

15(K) 

15 

20 

20 

22'1' 

22 

25  d> 

25 

30 

80 

32<D 

32 

34  (K) 

34 

38 

MODULATORY    SECTION. 

I.,  modulating  from  B  minor  to  G  major, 
in  Treble.     Counter-subject  in  Bass 
in  Bass.     Counter-subject  in  Treble  

II.,  modulating  from  D  major  to  A  minor. 

in  Bass.     Counter-subject  in  Treble  ...         

in  Treble.     Counter-subject  in  Bass  

III.,  modulating  from  E  minor,  through  G  and  A,  to  D  minor. 

in  Bass.     Counter-subject  in  Treble  

in  Treble.     Counter-subject  in  Bass  

IV.,  modulating  from  A  minor  to  G  major  in  thirty-seventh  bar, 
sudden  wrench  back  to  E  minor  in  the  thirty-eighth  bar. 


G  major 
D  major 

A  minor 
E  minor 

D  minor 
A  minor 


n     39 
«     40. 
»     40. 


.40 
.41 
.42 


RECAPITULATORY  SECTION. 

Fragment  of  Subject  in  Treble  and  of  Counter-subject  in  Bass 

Fragment  of  Subject  in  Bass ...         

Coda.     Imitation  of  the  last  part  of  Subject  in  Treble 


E  minor 
E  minor 
E  minor 


SUMMARY. 

Exposition :     Bars  1 — . — 5. 
Counter-exposition :     None. 
Stretti :     None. 
Episodes :     Four. 
Coda  :     Bars  40 42. 


REMARKS. 
(1.)  This  Fugue  is  in  two  parts.     It  has  a  "  real  "  Answer,  and  would  be  styled  a  "real  "  Fugue. 

(2.)  Two  passages  in  octaves  occur:  one  at  bar  19 20(1),  the  other  at  bar  88 39(1).     Such 

passages  are  not  often  found  in  two-part  compositions  of  this  class.  The  first  of  these  marks  the  point 
where  the  balancing  second  half  of  the  Fugue  begins,  and  the  second  emphasises  the  return  to  the  original 
key  at  the  conclusion. 

(3.)  All  the  Episodes  are  composed  of  the  same  materials,  and  an  examination  of  them  will  show  that 
Episodes  III.  and  IV.  are  inversions  of  Episodes  I.  and  II. 

(4.)  This  Fugue  is  of  very  regular  construction,  being  manifestly  in  two  equal  halves,  the  second  half, 
from  bar  20,  being  a  transposed  inversion  of  the  first  half,  with  short  Coda.  Moreover,  the  alternation  of 
passages  concerned  with  Subject  matter  and  Episode  is  remarkably  regular,  and  the  length  of  each  nearly 
invariable  throughout. 
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PRELUDE  XL 


SUMMARY. 

Bars  1—8,  PERIOD  I.  (Cadence  in  the  Relative  Minor), 
Bars  9—15,  PERIOD  II.  (Modulatory) 
Bars  15  (s)— 18,  PERIOD  III. 


REMARKS. 
This  Prelude  is  founded  upon  the  following  characteristic  figure  : — 


and  affords  another  interesting  example  of  the  expansion  of  the  simpler  method  of  Arpeggios  (as  seen  in 
Preludes  I.  and  II.)  into  figures  more  definite  and  vivid;  and  demanding  a  larger  amount  of  space  to  do 
their  work  effectively. 

In  bar  4  there  is  a  very  strong  Deceptive  Cadence,  the  ear  fully  expecting  the  Tonic  chord  of  F,  is 
deceived  by  the  *  on  its  Supertonic,  which  leads  to  the  key  of  the  Relative  Minor. 

Bar  10  is  in  Sequence  with  bar  9.  In  bars  11 — 12  and  15 — 16  appear  other  Sequences  with  shorter 
steps. 

With  only  two  exceptions,  shakes  are  placed  upon  all  the  longer  notes  (dotted  minims)  in  this  Prelude, 
in  order  to  keep  up  the  volume  of  tone. 
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i          i 

Allegro  con  brio,  f  -  80. 


PRELUDE  XI. 

F  MAJOR. 

SHOWING  THE   STRUCTURE. 
2  3 


r<                  !  ^    ,    l           i 

l-l.     J7M        1^ 

<r  

^               r-  'r  r-^f" 

PERIOD  I.  F    Major,   establishing    the    key. 
Tonic  Pedal. 

^rt?  j  =i  =1 

Jpl  —                  -1-  ^  —  |  9|  *  f  «_=  «L-  

Forcibly  going  to      Strong  Deceptive     c                         ,                , 
the  Dominant  (C).    Cadence  to  DMin.  Se<5uence           ^            short 

P7           6          6             995 
4                        773 
4        5 
4 

-_,_  1  1  1  i  ,  -|  1         ^|  

666666                     6 

t)4                                    |4                         5                       5 
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-     f  „             -*-• 

* 

<=^  —  "f"'  t? 
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steps. 

D  Minor. 

PERIOD  II.  Modulatory.       Sequence  of  bar  9. 
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Another  Sequence,  with  shorter  steps 
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Compare  Sequence,  bar 
PERIOD  II 
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11  and  12. 


Gently  gliding  home  to  F. 
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FUGUE  XI.  (F  MAJOR). 

IN  THREE  PARTS 
Allegretto  gratioso.  #.-66. 


3^*} 


ANALYSIS. 

[In  analysing  this  Fugue  the  first  quaver  has  not  been  reckoned  as  a  bar.] 

ENUNCIATION  SECTION. 


Bars    1. 


4(8) 


4<H> 
~8<*> 

„       911! 13'«' 

•/     13 17 

„       17(3)      21  («) 

,,      21111 25  <*' 

//      25112 29  <*» 

»      27112_31 


//  81 36 

n  86112_ 

//  38112 42 

»  40112 46 

«  46112 50 

//  48112 52 


50112 54 '«' 


n      55. 
"      56 


.56 
_63 


„      64112 68  <*> 

//      65 112 68 

»     68 72 


Subject  in  Alto,  ending  on  the  first  semiquaver  of  bar  4    ... 

Tonal  Answer  in  Treble.     Counter-subject  in  Alto  

Subject  in  Bass.     Counter-subject  in  Treble  

Episode  I.,  modulating  from  Fto  C,  and  back. 

Subject  in  Treble.     Counter-subject  divided  between  the  Alto  (bar  18) 

and  Bass  (19 21)  

Answer  in  Alto.     Counter-subject  in  Treble 

Subject  in  Bass.     Counter-subject  in  Treble 

Stretto  I.  (incomplete).  Subject  in  Alto.  Counter-subject  (last  part)  in  Bass 

MODULATORY    SECTION. 

Episode  II.,  modulating  from  F  to  D  minor. 

Stretto  II.  (complete).     Subject  in  Treble     ...          

Subject  in  Alto   ... 

Subject  in  Bass,  followed  by  a  Close  in  D  minor 

Stretto  III.  (complete).     Subject  in  Bass      ...         

Subject  in  Alto    ...         ...         ...         ...         

Subject  in  Treble 
Close  in  G  minor. 
Episode  III.,  modulating  from  G  minor  to  F  major. 

RECAPITULATORY  SECTION. 

Subject  in  Treble  (made  more  florid) 


Stretto  IV.  (incomplete). 
Answer  in  Alto    ... 
Coda 


SUMMARY. 


KEYS. 

F  major 
C  major 
F  major 


F  major 
C  major 
F  major 
F  major 


D  minor 
D  minor 
D  minor 
G  minor 
G  minor 
G  minor 


F  major 
F  major 
F  major 


.13. 


.81. 


Exposition  :     Bars  1_ 
Counter-exposition  :     Bars  17- 
Episodes  :     Three. 
Stretti :     Four. 
Coda  :     68 72. 

REMARKS. 

(1.)  This  Fugue  has  a  "  tonal "  Answer,  and  would  be  styled  a  "  tonal  "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  The  Counter-subject  disappears  after  the  Counter-exposition,  its  place  generally  being  supplied 
by  a  florid  counterpoint. 

(3.)  The  Episodes  are  chiefly  constructed  from  the  Counter-subject.  Episode  I.  has  the  Counter- 
subject  in  the  Bass  part  (transposed  to  the  dominant  C)  with  syncopations  in  the  two  upper  parts. 

Episode  II.  has  its  figures  formed  from  the  third  bar  of  the  principal  subject  in  the  two  upper  parts, 
the  Bass  having  a  more  sustained  figure,  which  commences  with  a  descending  sequence. 

Episode  I II.  has  a  new  theme  in  the  Alto  (bar  56*"1')  for  imitation,  mainly  taken  from  the  Counter-subject, 
to  which  the  Treble  responds  at  bar  57  (~1>,  and  this  imitative  work  is  continued  for  two  more  bars,  the  Bass 
meantime  gently  descending.  At  bar  60'"1'  the  Bass  takes  up  the  theme  proposed  by  the  Treble  in  bar  57. 
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PRELUDE  XII. 


SUMMARY. 

Bars  1 — 12  (3),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  Dominant). 
Bars  13 — 22,  PERIOD  II.  (ending  in  the  Tonic,  with  Major  3rd). 


Bars  1,  2  (8),  Tonic  Pedal. 
Bars  17—21,  Dominant  Pedal. 


REMARKS. 

This  Prelude  is  built  upon  the  following  figures  : — 


-J__J- 


The  principal  melody  is  seen  in  crotchets,  and  at  the  opening  is  supported  by  notes  of  similar  length 
in  the  Tenor.  The  ornamentation  in  semiquavers  is  made  up  chiefly  of  Arpeggios,  Passing  and  Auxiliary 
notes  being  also  employed. 

Period  I.  may  be  divided  into  two  sections  at  bar  9  (*),  the  Cadence  being  to  the  Relative  Major  (A). 
Period  II.  may  also  be  divided  at  bar  16X8),  at  which  point  there  is  a  Deceptive  Cadence,  the  opening 
subject  being  introduced  and  proceeding  upon  the  Dominant  Pedal. 


63S1. 


(  40) 


Adagio,  con  esfressione.  4  —  58. 


PRELUDE  XII. 

F  MINOR. 
SHOWING  THE  STRUCTURE. 


•friH*    i    - 
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PERIOD  I. 
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FUGUE  XII.  (F  MINOR). 


IN  FOUR  PARTS. 


Adagio  ma  non  troppo.  0  ~  69. 


m 

& 

r    ^    *    ^ 

.    \     B«-     -"-    ,    | 

tt*          ~   M 

h-'  feJ 

-4-n 

N 

—  *  — 

sempre  legato. 


Bars    1<1L 
» 


„         7 I-M 

a       7'2)     10(1) 

„  10(-D     13 

,  I3ii> 16 


.19 
..22  d) 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS. 

Subject  in  Tenor  F  minor 

Tonal  Answer  in  Alto,  with  Counter-subject  I.  in  Tenor   ...         ...         ...      C  minor 

Counter-subject  II.  in  Tenor. 

Subject  in  Bass.     Counter-subject  I.  in  Alto  ...         ...      F  minor 

Codetta  formed  from  Counter-subject  I. 

Subject  (instead  of  the  usual  Answer)  in  Treble.      Counter-subject  I.  in 

Bass.     Counter-subject  II.  in  Alto...         F  minor 

Episode  I.,  modulating  from  F  minor  to  C  minor. 

Subject   in   Tenor.      Counter-subject  I.  in  Alto,  transferred  to   Treble. 

Counter-subject  II.  in  Alto  (19 (4>) ...         ..:      C  minor 


22 

27'*' 


27(8) 
>0(8) 


30'-3' 

8411L_ 


37(1) 


»     37 

//     40 112 43(3) 


43<1L_47(1) 
47i!2 


MODULATORY   SECTION. 

Episode  II.,  modulating  from  C  minor  to  F  minor  sequentially. 

Subject  in  Bass.  Counter-subject  I.  in  Tenor.  Counter-subject  II.  in  Treble     F  minor 

Episode  III.,  modulating  from  F  minor  to  A7  major. 

Subject  in  Alto.'  Counter-subject  I.  in  Treble.  Fragment  of  Counter- 
subject  II.  in  Tenor  ...  ...  Ab  major 

Episode  IV.,  modulating  from  F  minor  to  Et?  major. 

Real  Answer  in  Tenor.  Counter-subject  I.  and  Counter-subject  II. 
absent  except  by  short  reminiscences  ...  ...  ...  ...  ...  EtZ 

Episode  V.,  modulating  from  E(Z  major  to  C  minor. 

Subject  in  Treble.  Counter-subject  I.  in  Alto.  Counter-subject  II. 

in  Tenor  ...  C  minor 

Episode  VI.,  modulating  from  C  minor  to  F  minor. 


major 


»     5811L 
H     56 


.58 


RECAPITULATORY  SECTION. 

Subject  in  Bass.    Counter-subject  I.  in  Treble.    Counter -subject  II.  absent     F  minor 
Coda.     Final  chord  major.     Tierce  de  Picardie. 


SUMMARY. 

Exposition:     Bars  11^ 16(1). 

Counter-exposition :     None. 

Stretti :     None. 

Episodes  :     Six,  all  closely  allied  by  use  of  figures  taken  from  the  first  Counter-subject  and  the 

Codetta. 
Coda  :     Bars  56 58. 
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FUGUE   XII. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer  in  the  Exposition,  and  will  therefore  be  called  a  "  tonal" 
Fugue. 

(2.)  The  order  in  which  the  voices  enter  in  the  Exposition  is  unusual,  as  the  Subject  and  Answer  do 
not  regularly  alternate,  but  follow  each  other  in  the  order:  Subject,  Answer,  Subject,  Subject;  a  Codetta 
being  placed  between  the  last  two  entries. 

(3.)  The  construction  of  the  Episodes  is  as  follows  : — 

Episode  I.  is  mainly  built  upon  the  first  two  beats  of  the  Counter-subject  I.  taken  in  contrary  motion. 

Episode  II.  is  built  much  the  same  as  the  first,  but  the  melodic  figure  used  in  the  Treble  of  the  former 
is  transferred  to  the  Alto. 

Episode  III.  is  formed  from  the  Codetta  with  the  addition  of  a  new  vivacious  figure  in  the  Treble. 

Episode  IV.  is  formed  in  the  two  upper  parts  from  the  Counter-subject  I.  (the  Tenor  rests),  with  a 
running  counterpoint  in  the  Bass  part. 

Episode  V.  is  on  a  more  extended  scale  than  Episode  IV.,  and  all  four  voices  take  part  in  it.  The 
Tenor  has  a  detached  figure  taken  from  the  second  bar  of  the  Counter-subject  II. 

Episode  VI.  is  built  upon  the  same  melodic  figures  as  Episode  I.,  with  which  it  should  be  compared. 

(4.)  The  Episodes  are  placed  between  each  separate  entry  of  the  Subject  and  Answer,  instead  of — as  is 
usual — between  each  group  of  entries. 

After  the  Exposition  the  Principal  Theme  appears  six  times  only  during  forty-two  bars,  the  large  space 
thus  allotted  to  the  Episodes  proving  their  great  importance  in  the  scheme  of  this  remarkably  interesting 
Fugue. 


Bach — 48  Preludes  and  Fngues.— Norello.       D 
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PRELUDE  XIII. 


SUMMARY. 

Bars  1 — 12  (1),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  D). 
Bars  12 — 24,  PERIOD  II.  (gently  moving  to  the  Minor  keys  of  the  Mediant  and  Supertonic,  and 
returning  to  the  original  key). 

Bars  24—30,  PERIOD  III.  (re-establishing  the  key). 


Bars  26  (3)— 28,  Dominant  Pedal. 
Bars  24  (")— 80,  Coda. 


REMARKS. 
This  Prelude  is  founded  upon  the  following  figures : 


In  Period  I.  the  Treble  leads  and  the  Bass  responds,  in  Period  II.  the  Bass  leads  and  the  Treble 
responds. 

At  bar  6  (8)  the  Theme  is  transposed  into  the  key  of  the  Dominant. 

Periods  I.  and  II.  are  capable  of  subdivision.  In  Period  I.  the  division  occurs  in  bar  6,  where  there  is  a 
Perfect  Cadence  in  the  Dominant.  In  Period  II.  the  divisions  are  (1)  in  bar  15,  where  the  Cadence  is  to 
the  Mediant  Minor  (Ag) ;  (2)  at  bar  18,  where  the  Cadence  is  to  the  Supertonic  Minor  (G#) ;  and  at  bar  24  (') 
the  Cadence  is  definitely  in  the  original  key,  after  which  the  Coda  is  commenced. 

In  the  early  part  of  the  Coda  the  opening  bars  are  repeated. 


PRELUDE   XIII 

FJt  MAJOR. 
SHOWING  THE  STRUCTURE 

Allegretto  schenando.  0  •  -  104. 
Tk.  1  2 


PERIOD  I.  F$  Major,  establishing  the  key. 
Tk. 


From      here     it     moves     for     contrast    to    the 


S251. 


Free  Imit.  of  76    76    76     76 
the  Treble. 


76 


I  44  } 


PRELUDE  XIII. 


_  . 


pening  Theme  in  the  Dominant. 


Dominant  (C#). 


Here        it        steadily        moves        to        its 


FrSTmiTof'6     76        7^7     X6  7        6      7     6  7    6  7    ^6 '  'fl    *£      76      7        9 

T™klo  ' 


From      here      it      works      on      gradually      to     the      Mediant 


I 


18  Th. 


Minor     (A|), 


then  gently  on  to  its  Supertonic  Minor  (Gft), 


working 


gradually        back        to        the        original         key,       and       ending       there       by       a       Perfect       Cadence       in       bar       24. 

Th- 


6  7  4376 

5  5 


t!6  7        6    76        7^- 


7  6 


26  Th. 


Dominant  Pedal. 


FUGUE  XIII.  (FJf  MAJOR). 


IN  THREE  PARTS. 


Bars 


a''1' 


8«» 
5  <*> 


H(S) 


IT-3' 


13 15 

IS'-1'    17 

17 20 

2Q'-1'    22 

22 28 

28ilil_30 


30 31 


33'3' 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS. 

Subject  in  Treble            FJJ 

Tonal  Answer  in  Alto.     Counter-subject  in  Treble  ...         ...         ...         ...  CJf 

Subject  in  Bass.     Counter-subject  in  Alto    ...         ...         ...  FJf 

Episode  I  ,  with  a  new  characteristic  figure,  modulating  from  FJf  major 

to  CJf  major. 

Subject  in  Treble.     Counter-subject  in  Alto...         ...         i  FJf 

MODULATORY    SECTION. 

Episode  II.,  modulating  from  Fjf  major  to  CJf  major. 

Answer  in  Alto.     Counter-subject  in  Bass ...      Off 

Episode  III.,  modulating  from  CJf  major  to  DJf  minor. 

Subject  in  Bass.     Part  of  Counter-subject  in  Alto.     Close  in  DJf  minor  ..      DJf  minor 

Episode  IV.,  modulating  from  DJf  minor  to  B  major. 

Subject  in  Alto.     Counter-subject  in  Treble  replaced  by  the  figure  of  the 

Episodes          ...         ...         ...         ...  B  major 

Treble  and  Alto  contain  imitations  of  the  Subject.     New  figure  in  the 

Bass  part. 

RECAPITULATORY  SECTION. 

Subject  in  Treble-.     Counter-subject  in  Bass  ...         FJf  major 

Coda,  based  on  the  characteristic  figure  of  the  Episodes FJf  major 

SUMMARY. 

Exposition  :     Bars  1 

Counter-exposition  :     None. 
Stretti  :     None. 
Episodes :     Four. 
Coda:     Bars  33<1!_85. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  called  a  "  tonal  "  Fugue.  The  alteration  in  th« 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  An  entirely  new  figure  appears  in  the  first  Episode,  which  is  so  frequently  employed  in  various 
forms  from  this  point  to  the  end  that  it  almost  predominates  over  both  Subject  and  Counter-subject,  and 
towards  the  end  even  supplants  the  Counter-subject  as  accompaniment  to  the  Subject. 

Episode  I.  A  new  figure  is  introduced  in  the  Treble  and  touched  upon  by  the  Alto,  but  eventually 
entrusted  to  the  Bass  to  develop  fully,  the  upper  parts  moving  in  sharply  contrasted  counterpoints. 

Episode  II.  The  new  figure  in  the  Treble  contains  in  its  first  few  notes  a  reminiscence  of  the  Subject, 
imitated  by  the  Alto,  the  Bass  having  a  florid  vivacious  figure. 

Episode  III.  Very  much  the  same  in  construction  as  Episode  I.,  the  florid  figure  being  still  entrusted 
to  the  Bass. 

Episode  IV.  Long  consonant  suspensions  characterise  the  Treble  and  Alto,  the  florid  figure  being 
still  assigned  to  the  Bass.  At  bar  26  this  figure  is  given  to  the  Treble,  the  Bass  and  Alto  accompanying  it 
in  quavers  and  minims  respectively. 
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PRELUDE  XIV. 


SUMMARY. 

Bars  1 — 14  (8),  PERIOD  I.  (ending  in  the  Dominant  Minor,  Qjf). 

Bars  14  (4) — 24,  PERIOD  II.  (passing  through  B  Minor,  then  to  Cfl  Major — its  own  Dominant,  it 
works  home  to  the  original  key,  bar  22). 

Bars  22 — 24,  CODA  (using  the  1st  and  3rd  parts  of  the  Th.  and  again  firmly  grasping  the  Tonic  key). 


REMARKS. 

The  material  used  almost  exclusively  throughout  this  Prelude  is  taken  from  the  Theme  first  given  in  the 
Treble,  which  is  elaborate,  and  which  for  convenience  of  analysis  has  been  divided  into  three  portions. 

Period  I.  ends  at  bar  14  (8),  and  not  at  bar  12  (8)  as  might  at  first  be  imagined,  the  passage  between 
these  bars  is  merely  again  returning  to  the  same  key  (CJf  Minor),  and  only  serves  to  more  fully  confirm 
the  Cadence  already  made  at  bar  12. 

Both  Periods  are  capable  of  subdivision  :— Period  I.  dividing  at  bar  7  (l)  (Cadence  in  Relative  Major), 
and  Period  II.  at  bar  19  (x)  (Cadence  in  Dominant  Major). 


1  , 

Moderate  con  moto.  •  -  100. 


PRELUDE  XIV. 

FJf  MINOR. 
SHOWING  THE  STRUCTURE. 


Theme  upon  which  this  Prelude  is  developed. 
1st  part  of  Th 


3 


|       2nd  part  of  Th.- 


' 


Fj  Minor,  establishing  the  key,  then    to    C4    Minor,  its    Dominant,  then       to       its       Relative 


'  5        Imitation  of  1st  part.- 


J       Imitation  of  2nd  part.- 


.^* 


Major,         back        to        FJ         Minor,  returning        to        its         Relative         Major 


J'UJ.NLJ 


limitation  of  1st  part. 


Imitation  of  3rd  part.- 


8251. 


(  47  ) 


PRELUDE   XIV. 


Imitation  of  3rd  part. 

7 


gently        working        through         E         Major        to         its         Dominant         Minor         up        to        bar        14 


r  rTf  rri* 
=s=wfc^=u 


Imitation  of  2nd  part. 


Imitation  of  1st  part 


New  Episodal  figure  Modulating 
to  Dominant  Minor. 


Imitation  of  1st 


Imitation  of  3rd  part. 


PERIOD       II.       passes       through       E       Minor, 


=sF=»  r  r    r  r 

'         -i — I      •      ' 


Imitation  of  bar  12. 


1st  part  by  Inversion. 


gradually  working  on  through 


Imitation  of  1st  part 


Continuation  of  the  same  figure. 


1st  part  ofTh.  in  the  Tonic. 

22 


23 

Imitation  of  3rd  part.- 


24 


2 


> — -^s^a 


Tr-rf 

b±a=d 


^ 


.  =9  : 


1— ^— •       I       J 
Jt       ^ 


i 
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lit  part  (see  also  bar  22).- 
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FUGUE  XIV.  (F*  MINOR). 


IN  FOUR  PARTS. 


Andante  con  moto.  0  =  { 

M    i    i    jr 


- 


m/ 


sempre  legato. 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS. 

Bars    1112 4  Subject  in  Tenor  FJJ  minor 

*       4<"       7'1)  Real  Answer  in  Alto,  with  Counter-subject  in  Tenor          ...  CJf  minor 

n        7 8  Codetta. 

»       811i_ll  Subject  in  Bass.     Counter-subject  in  Alto ...  FJ  minor 

H      11 15  Codetta. 

»      15-!1L_18  Subject  in  Treble.    Counter-subject  in  Bass FJf  minor 

(irregular) 

MODULATORY   SECTION. 

»  18112__20  Episode  I.,  modulating  from  Fjf  minor  to  Cfl  minor. 

»  20112__23(5)  Answer  by  inversion  in  Alto.     Counter-subject  absent       ...         ...         ...      FJf  major 

«  23 ' 6  >     25 ( 2 )  Episode  II.,  modulating  from  FJf  major  to  CJf  minor. 

»  25112__28(1)  Answer  in  Treble.     Counter-subject  in  Alto.     Close  in  Cff  minor  ...      CJ  minor 

//  28112 29(1)  Codetta. 

n  29112 32'1'  Subject  in  Tenor.     Counter-subject  in  Treble          Ffl  minor 

//  82H2__35(1)  Subject  by  Inversion  in  Bass.     Counter-subject  absent      FJJ  minor 

«  RS(2)     37(1)  Episode  III.,  modulating  sequentially  from  FJf  minor  to  A  major,  and 
back  to  FJf  minor. 

RECAPITULATORY  SECTION. 

37111 — 40          Subject  in   Treble.      Counter-subject   in  Alto,  with  which    the    Fugue 

concludes.     Tierce  de  Picardie        ...         FJf  major 


SUMMARY. 

Exposition  :     Bars  1 18. 

Counter-exposition :     None. 
Episodes :     Three. 
Stretti :     None. 


REMARKS. 

(1.)  This  Fugue  has  a  "  real  "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

(2.)  The  order  in  which  the  voices  enter  in  the  Exposition  is  unusual,  being  Subject,  Answer,  Subject, 
Subject,  instead  of  the  usual  Subject,  Answer,  Subject,  Answer.  The  Exposition  is  also  unusually  long, 
owing  to  the  extent  of  the  Codettas  introduced. 

(3.)  The  device  of  Inversion  is  used  on  two  occasions,  bars  20  and  32.  There  is  no  Augmentation  or 
Diminution. 

(4.)  The  figure  of  the  Counter-subject  is  very  characteristic  and  prominent  throughout. 
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PRELUDE  XV. 


SUMMARY, 
This  Prelude  is  founded  on  the  following  figures : — 

.rfr*r*-f?\  u*-& 


Bars  1 — 11,  PERIOD  I.  (ending  with  a.  Perfect  Cadence  in  the  key  of  the  Dominant,  D). 

Bars  11 — 19,  PERIOD  II.  (gliding  to  C  and  D  Majors  in  its  early  part,  and  at  its  conclusion  firmly 
clenching  the  Tonic  key). 


Bars  1— 3(4),  Tonic  Pedal. 
Bars  11— 18(3),  Dominant  Pedal. 


REMARKS. 

Especially  noticeable  in  the  opening  bars  are  the  skips  of  the  Octave  in  the  Bass  part.  These  are 
frequently  employed  throughout  the  Prelude,  and  impart  great  sprightliness  to  it. 

Period  I.  may  be  divided  at  bar  5,  where  a  new  Melody  is  started  in  the  Treble  in  the  key  of  the 
Dominant.  Period  II.  may  be  more  conveniently  divided  into  short  Phrases,  (1)  at  bar  12(a),  (2)  at  bar 
18(2),  (8)  at  bar  14(2),  (4)  at  bar  15(*),  (5)  at  bar  16(a),  the  first  two  Phrases  being  in  a  descending  Sequence 
the  last  three  in  an  ascending  Sequence. 


PRELUDE  XV. 

G  MAJOR. 
SHOWING  THE  STRUCTURE. 


Ltggttro,  con  anima.   0  -  96. 

1      i      J        i 

2 

i 

Mill 
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~t~  =  —  H::  —  C- 
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4      —               2 
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6                      6 

contrast, 


touching 


major,         A         minor, 


and 


7  #6 


|6     6  6  ft6 


6 


10 


£ 


11 

=£^ 


E    minor,      eventually      landing      by      a      Perfect      Cadence      on        the        Dominant  (D).     PERIOD  II.    Persistency 


66ft666776     Dominant  Pedal. 


12 


13 


14 


15 


i&fefe 

•  •»» 

'-  r  r 

• 

•     »      •  p 

—  -                               u 

»     ^     •     »  5 

—  ¥—  f—  =r-f-ti-  — 

jinj  ^r^ 

m 

jffi       *—J  B  tsi 

<L/ 

of     the      Dominant 

i^    , 

LJ  |  LJ     -'    k    |  ^ 

Pedal.        Here  it   touches    G    Major 

1  —  J  —  1  v  Mr  |» 

C  Major,  then  D  Maj 

1  i*  _  1 

Dr,       then       working        hom 

-1  — 

ewards, 

—  M  —  "Tf  J—  ~ 

-1  1 

#7     8     6 
o     — 

4    r. 

-J—  1-      LJ   '  [ 
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4                       t)5    ^4     4            4 
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17 


18 


19 
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* 
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—  m 
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FUGUE   XV.    (G  MAJOR). 

IN  THREE  PARTS. 


Alltgrttto.  4  .  -  80. 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS. 

Bars     1 5(1       Subject  in  Treble  G 

a       5 9(1)     Real  Answer  in  Alto      D 

//        5112 6<*>     Codetta  in  Treble. 

//        6<12 8(4)     Counter-subject  in  Treble. 

„       9m     11          Codetta. 

a      11_ _15(1      Subject  in  Bass.     Counter-subject  in  Alto    ...         G 

//      15112 20(1)     Episode  I.,  modulating  from  G  to  C,  and  back  to  G. 

i      20112 — 24          Subject  by  Inversion  in  Alto.     Counter-subject  (incomplete)  by  Inversion 

in  Bass  ...         ...         ...         ...         ...         ...         ...         ...         ...     G 

»      24 28          Answer  by  Inversion  in  Treble.     Counter-subject  by  Inversion  in  Alto  ...     D 

»      28 31          Subject  by  Inversion  in  Bass.     Counter-subject  (incomplete)  by  Inversion 

in  Treble          ...         ...         ...         ...         ...         ...         ... 

MODULATORY   SECTION. 

H      81 88  Episode  II.,  modulating  from  G  to  E  minor. 

»      88 42<»  Subject  in  Treble  E  minor 

"      40 42  Counter-subject  in  Alto. 

n      42 43  Codetta. 

"      43 46  Subject  by  Inversion  in  Alto.     Counter-subject  by  Inversion  in  Treble  ...      E  minor 

"     46 51  Episode  III.,  modulating  from  E  minor  to  B  minor. 

"      51 54  Subject  in  Treble  ...         ...         ...         ...         ...         ...         ...         ...      B  minor 

»      52 54  Stretto  I.  (incomplete).     Subject  in  Bass      ...         ...         ...         ...         ...      B  minor 

»      54 60  Episode  IV.,  modulating  from  B  minor  to  D  major. 

60112 — 62  Subject  in  Alto.     Counter-subject  absent      ...         ...         ...         ...         ...      D  major 

61H2 — 64'1)  Stretto  II.  (incomplete).     Subject  in  Treble,  on  pedal  A D  major 

64 69  Episode  V. 

69H2 — 73(1)  Subject  by  Inversion  in  Bass.     Counter-subject  in  Alto     G  major 

73lll_77  Episode  VI. 

77 79  Subject  by  Inversion  in  Alto G 

78 79  Stretto  III.  (complete).     Subject  by  Inversion  in  Bass      G 

RECAPITULATORY  SECTION. 

*  79 82          Subject  in  Treble,  accompanied  in  3rds  below  by  the  first  part  of  Subject  I 

in  Alto G 

•  82 86          Coda,  the  last  two  bars  of  which  are  on  Tonic  pedal          !G 


SUMMARY. 

Exposition  :     Bars  1 15 ( * '. 

Counter-exposition:     Bars  20_      81(1). 

Episodes :     Six. 

Stretti :    Three. 

Inversion  :     Several  instances. 

Coda  :     82 86. 
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FUGUE  XV 


REMARKS. 

(1.)  This  Fugue  has  a  "real  "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

(2.)  The  Counter-subject  appears  somewhat  late — not  until  the  second  half  of  the  second  bar  of 
the  Answer. 

(3.)  Free  inversion  is  applied  to  the  Subject  and  Counter-subject. 

(4.)  All  the  Episodes  are  formed  from  the  new  figure  used  in  the  Codetta  (bars  5 6),  sometimes 

with  the  addition  of  a  free  part. 

Episode  I.  is  in  a  descending  sequence  with  an  additional  new  counterpoint  in  the  Treble. 

Episode  II.  is  also  in  a  descending  sequence.  The  figure  employed  in  the  Treble  of  Episode  I.  is  here 
given  to  the  Bass,  and  the  Bass  of  Episode  I.  to  the  Treble.  Ornamental  scale  passages  are  introduced  in 
the  Treble  at  bars  34  and  37  and  in  the  Bass  at  bars  35  and  36,  the  Alto  having  a  detached  figure. 

Episode  III.  contains  notes  of  greater  length  in  the  Treble,  and  florid  work  in  the  two  under  parts. 

Episode  IV.  The  first  bar  of  the  Codetta  figure  is  inverted  and  used  in  3rds  with  the  Bass.  Demi- 
semiquavers  are  also  introduced.  In  bar  56  the  Alto  enters  in  imitation  at  the  4th  below. 

Episode  V.  Here  the  Bass  has  a  detached  figure,  the  upper  parts  being  much  the  same  as  in 
Episode  II. 

Episode  VI.  is  in  two  parts  only,  the  vigorous  scale  passages  being  again  introduced. 
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PRELUDE  XVI. 


SUMMARY. 
This  Prelude  is  founded  upon  the  following  figures :  — 


Bars  1 — 7,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  Relative  Major). 
Bars  7 — 11,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  Subdominant). 

Bars  11 — 19,  PERIOD  III.  (passing  back  to  the  Original  key,  which  it  grasps  firmly  with  the  Tonic 
Pedal  in  the  last  two  bars). 


Bars  14—15  (3),  Dominant  Pedal. 

Bars  18,— 19,  Tonic  Pedal,  forming  Coda. 


REMARKS. 

Four  contrasted  figures  are  used  in  the  compositions  of  this  Prelude:—" 

(1)  A  sustained  note  with  the  shake. 

(2)  A  short  arpeggio  figure  (see  bar  1,  Tenor  part). 

(8)  An  ornamental  figure  including  two  demi-semiquavers  (see  bar  2). 

(4)  A  figure  mostly  appearing  in  four  demi-semiquavers  (see  bars  8  and  9  in  tne  two  upper  parts). 

Figure  3,  quoted  above  is  also  employed  by  Free  Inversion,  compare  bar  6  (Treble  part)  and  bar  8 
(Bass  part)  with  bar  2. 

In  Period  I.  there  is  a  momentary  division  at  bar  6  (J)  (F  Major). 
In  Period  II.  there  is  a  division  at  bar  18  where  the  Coda  is  reached. 
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1        is 
Adagio  ma  non  troppo.  4  =  120. 


PRELUDE  XVI. 

G  MINOR. 

SHOWING  THE  STRUCTURE. 
2 


-fr  .  b  4    n^~                                       =i 

y-4— 
PBR 

-! 

IOD  I.  G  Minor,  confirming  the  key. 

"    L_LJ_^ 

From         here         it 

M  i  J-  4-  i  i  J- 

j              —     -j              ^ 

^    -1   j   -J-  J.  -!-  J.  a 

M=r>_I_ 

9 

-^±LJ  T-e±J^ 

76--—      5676 


further  stresses          the          Tonic  key.  Passing  through  F  Major  to  its  own  Relative  Major  (Bt>).  PERIOD  II. 


I 
Sequence  (descending). 


Moving  to  C  Minor.    PERIOD  III. 
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FUGUE  XVI.  (G  MINOR). 


IN  FOUR  PARTS. 
i 


Andante  con  moto.  4  —  84. 


m 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS 

Bars  1  •-*'      2'3'  Subject  in  Alto G  minor 

»  2  (-8'      4'K'  Tonal  Answer  in  Treble,  with  Counter-subject  in  Alto       D  minor 

n  4 5  Codetta. 

H  fi(-D      fi(3)  Subject  in  Bass.     Counter-subject  in  Treble  ...'  G  minor 

»  fi(~"      ft(H)  Answer  in  Tenor.     Counter-subject  in  Bass...         ...  D  minor 

MODULATORY   SECTION. 

»        8 _12          Episode  I.,  modulating  from  D  minor  to  Close  in  G  minor,  and  then  to 

Bt>  major  and  Close. 

n      12iiil_13(3)     Subject  in  Alto.     Counter-subject  in  Tenor B!?  major 

H      13 '-8'    15          Answer  in  Bass.     Counter-subject  in  Tenor...         ...         ...         ...         ...  F  major 

n      15 '-1'     16          Answer  in  Treble.     Counter-subject  in  Bass  F  major 

n      17LiL_18(S)     Subject  in  Bass.     Counter-subject  in  Treble  B|?  major 

H     17<-»'     19          Stretto  I.  (incomplete).     Answer  in  Alto        Eb  major 

H     2Q'-1'    21'3)     Subject  in  Bass.     Counter-subject  in  Alto C  minor 

n     21 '-8)    23          Subject  in  Treble.     Counter-subject  (slightly  altered)  in  Bass     C  minor 

a     23'-"    24<3'     Answer  in  Alto.     Counter-subject  in  Treble,  with  Close  in  G  minor       ...  G  minor 

»      24i?J 28          Episode  II.,  modulating  from  G  minor  through  Efe  major,  and  back  to 

G  minor. 

RECAPITULATORY  SECTION. 

H     28 '-1'    29'3'     Stretto    II.   (complete).      Subject  in  Treble.      Counter-subject  in  Alto. 

Subject  in  Tenor        G  minor 

«     29(-1)    80          Subject  in  Bass,  completing  the  Stretto        G  minor 

31  (-8)    33d)     Subject  in  Alto G  minor 

»     82i2> 33          Counter-subject  in  Bass. 

•      88 34          Subject  in  Tenor,  with  which  the  Fugue  ends,  without  Coda.      Tierce  de 

Picardie  ...         ...         ...         ...         G  major 


SUMMARY. 


8. 


Exposition  :     Bars  1_ 
Counter-exposition :     None. 
Episodes :     Two. 
Stretti :     Two. 


REMARKS. 

(1.)  This  Fugue  has  a  "Tonal"  Answer,  and  would  be  called  a  "Tonal"  Fugue.       The  alteration 
in  the  Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  Episode  I.  is  built  upon  the  second  limb  of  the  Subject.    Episode  II.  has  a  new  figure,  alternating 
in  the  Treble  and  Alto,  but  the  Bass  is  built  upon  the  same  portion  of  the  Subject  as  Episode  I. 

(3.)  Stretto  I.  is  incomplete — i.e.,  all  the  voices  do  not  take  part  in  it.      Stretto  II.  is  complete — 
i,«.,  all  the  voices  take  part  in  it. 
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PRELUDE    XVII. 


SUMMARY. 
Bars  1 — 18,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Eb). 

Bars  18 — 44,  PERIOD  II.  (beginning  on  the  Dominant,  and  ending  with  a  Perfect  Cadence  in  the  key 
of  the  Tonic,  At>). 

Bars  85 — 44,  CODA  (further  confirmation  of  the  Original  key.) 


REMARKS. 

This  Prelude  is  constructed  chiefly  upon  the  figure  used  in  the  Treble  of  bar  1. 
Period  I.  has  a  subdivision  at  bar  9. 

At  the  beginning  of  Period  II.  the  Theme  is  started  in  the  key  of  the  Dominant. 
The  Coda  is  constructed  upon  Free  Imitations  of  the  Theme  in  a  descending  Sequence. 


PRELUDE  XVII. 

At?  MAJOR. 
SHOWING  THE  STRUCTURE. 
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A  I?  Major,  establishing  the  key. 
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Th 


Imit.  of  Th.  in  a  descending 


9  '"i" 


10 


From        here        it 


Sequence  up  to  bar  lo(i). 
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11 


12 


PRELUDE  XVII. 

IS  14 


15 


16 


It 


moves         gradually         to        the         contrasting        key,         the         Dominant,         and         ends         there         by         a 


17 


18 


Sequence  (ascending) 


19 


20 


21 


perfect  Cadence. 


Th.  in  Bass,  in  the  Dominant.  ' 

PERIOD  II. 


22 


23 


24 


25 


26  27 

Imit.  of  Th.  (descending  Sequence). 


34 


35 


36 


37 


^E3 

— *      !    ^- 


38 


CODA.     Th.  in  Sequence  (descending). 


« — _ ^  p_r   H  r   ^ 
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FUGUE  XVII.  (Ab  MAJOR). 


IN  FOUR  PARTS. 
Andante  con 
espress.  0  — 


m  |  ^ff^f 

.  •  =  63.  I    V 

,-P  -  J      ~      •*    J 


-«• 


J- 


ANALYSIS. 

,  ENUNCIATION  SECTION. 


Bars 


2<1> 
8  <«> 

S112__5 
5112  _  6 


2112 


131£2_14 

14 17 

18 


n  18112_19 

n  19 21 

//  21 22 

n  23112 24'1' 

»  24112 25  <J> 

H  24112 25 

*  25112 27 

•  271!2_28<1> 
i  28<1L_29 

i>  29112_30 

»  30112 31 


-35 

_34<3> 


8311L 
85 


Subject  in  Tenor...         ...         

Tonal  Answer  in  Bass,  with  free  Counter-subject  in  Tenor 

Codetta. 

Subject  in  Treble.     Part  of  Counter-subject  in  Bass 

Answer  in  Alto.     Counter-subject  absent 

Episode  I.,  modulating  from  Eb  to  A1?. 

Subject  in  Tenor.     Counter-subject  (varied)  in  Bass 

MODULATORY    SECTION. 

Episode  II.,  modulating  from  Ab  to  F  minor. 

Subject  in  Alto.     Counter-subject  (varied)  in  Tenor 

Episode  III.,  modulating,  after  close  in  F  minor,  to  Bb  minor. 

Subject  in  Tenor.     Counter-subject  absent    ... 

Answer  in  Alto    ... 

Episode  IV.,  modulating  from  Bb  minor  to  Ab  major. 

Fragment  of  Subject  in  Alto  and  of  Answer  in  Treble. 

Answer  in  Alto  (altered  at  5th  note).     Counter-subject  in  Tenor... 

Subject  in  Treble.     Counter-subject  in  Tenor 

Subject  (varied)  in  Alto  and  developed  into  a  sequence  of  suspended  9ths 

Episode  V.,  modulating  sequentially  from  Db  to  Ab. 

Subject  in  Bass   ... 

Answer  in  Tenor... 

Answer  in  Alto.     Free  version  of  Counter-subject  in  Tenor 

Answer  in  Treble 

RECAPITULATORY  SECTION. 

Coda          

Subject  in  Treble  

Counter-subject  (reminiscence  of)  in  Alto 


SUMMARY. 


Exposition  :     Bars  1 7. 

Counter-exposition :     None. 
Episodes :     Five. 


Stretti :     None. 
Pedal :     None. 
Coda:     Bars  31,  35. 


KEYS. 


Eb 

Ab 

Eb 

Ab 


F  minor 

fib  minor 
Bl?  minor 


E7 

Ab 
Ab 

C  minor 
Ab 

Db 

Ab 
Ab 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  called  a  "  tonal  "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  second  note  to  the  third. 

(2.)  The  free  Counter-subject  is  occasionally  dispensed  with  and  a  new  melody  substituted  for  it,  thus 
imparting  additional  interest  and  variety  to  the  Fugue. 

(3.)  The  following  is  a  description  of  the  Episodes,  which  for  the  most  part  are  founded  upon  the  free 
Counter-subject,  but  other  figures  of  melody  are  occasionally  added  : — 

Episode  I.  Built  upon  the  Counter-subject  in  the  Alto  and  imitated  by  the  Bass  in  the  8ve,  a 
contrasted  counterpoint  being  given  to  the  Treble. 

Episode  II.  Free  imitation  of  the  Subject  in  the  Bass.  Suspensions  in  the  Tenor,  with  ornamental 
counterpoint  in  the  Treble. 

Episodes  III.,  IV.  These  retain  the  melodic  figures  of  Episode  II.,  but  transferred  to  different  voices 
(observe,  Episode  III.  is  distant  one  bar  only  from  Episode  II.). 

Episode  V.  Suspended  figures  in  the  two  upper  parts  with  a  running  Tenor  founded  on  the 
Counter-subject. 

(4.)  The  entries  in  bars  21, 27 30  do  not  constitute  real  Stretti,  because  they  do  not  overlap  each  other. 

Buch— 48  Preludes  and  Fngnea.— Novello.        E  /  K<M  8251. 


PRELUDE  XVIII. 


SUMMARY. 

This  Prelude  is  founded  upon  the  following  figure  :— 


Bars  1 — 13  (1),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  Dominant  Minor, 
Bars  13 — 29,  PERIOD  II.  (starting  from  DJf  Minor,  with  the  Theme  in  the  Bass  part) 
Bars  27 — 29,  CODA  (using  for  foundation  the  Theme  in  the  Bass  part,  in  Tonic  key). 
Bars  28,  29,  PLAGAL  CADENCE.     Final  Chord,  Tierce  de  Picardie. 


REMARKS. 

The  figure  mostly  employed  for  the  material  of  this  Prelude  is  seen  in  the  Treble  bars  1,  2(*).  It  is 
used  at  the  following  important  points  as  well  as  at  other  places,  (1)  at  bar  6  in  the  Relative  Major  (Bass 
part) ;  (2)  at  bar  13  in  the  Dominant  Minor  (Bass  part) ;  (3)  at  bars  18  in  the  Subdominant  Minor  (Treble 
part)  ;  (4)  at  bar  27  (Bass  part),  imitated  in  Contrary  Motion  by  the  Alto  in  bar  28. 

In  both  Periods  there  are  subdivisions.  In  Period  I.  at  bar  5  (l)  (Cadence  in  Relative  Major),  and  in 
Period  II.  at  bar  18  (x)  (Cadence  in  the  Subdominant  Minor). 


PRELUDE  XVIII. 

GJf  MINOR. 
SHOWING   THE   STRUCTURE. 


Allegretto  c  sempre  legato.     *=  126. 
Th, 


dolce. 

PERIOD  I.  Gft  Minor,  establishing  the  key. 


contrast        to        its        Relative         Major.  Th., 


8251. 
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PRELUDE  XVIII. 
Th.- 


Here       it       moves       through 


F4        Minor      to      CJl        Minor,       and         returns        to        the        Tonic 

Th.- 


'-jr*    ^fSrr-         '  dfr  '  • 

D  II.  f  '  ' 


PERIOD  II.  '  |  X         '         ' 

Minor,       and       confirms       this        key. 


r  "  *-L 


again         touching         C4         Minor,  and  by  a  series        of        suspensions        works        gently        home- 

Frogment  of  Th. 


M — — — — — — — 

'  *          -«r 


N-/|      •      i      i  r    i    1    f          n      P          i    r 

-    wards  to  Gj  Minor.  Here  it  further  confirms  the  Tonic,  and 


-        - 


ends       in        it        by        a        Perfect        Cadence.         CODA. 


8251. 
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FUGUE  XVIII.  (GS  MINOR). 

IN  FOUR  PARTS. 
Andante  con  espressione.  4  —  60. 


SUMMARY. 


Exposition  :     Bars  1112 9  < l ' 

Counter-exposition  :     Bars  11. . 
Episodes :     Five. 


-17. 


Stretti :     None. 
Pedal :     None. 
Coda  :     Bars  39. 


ANALYSIS. 

ENUNCIATION  SECTION.  KEYS. 

Bars    111> 3<*>  Subject  in  Tenor  ^ I  Gfl  minor 

"       3<*>       5(K>  Tonal  Answer  in  Alto,  with  Counter-subject  in  Tenor        '  Dtt  minor 

»       5112 7<M>  Subject  in  Treble.     Counter-subject  in  Alto  Gfl  minor 

"        7<2>       9  Answer  in  Bass.     Counter-subject  in  Treble  ...         ...         ...         ...      Dfl  minor 

a       9 11  Episode  I.,  modulating  from  Gfl  minor  to  Dfl  minor  and  Close. 

»/      11112_13  Answer  in  Tenor.     Counter-subject  in  Treble          Dfl  minor 

n      13 15  Episode  II.,  modulating  from  Gfl  minor  to  Cfl  minor  and  Close. 

a      15(2)     17  Real  Answer  in  Bass.     Counter-subject  in  Alto       ...         ...         ...         ...      Cfl  minor 

n      17(2)     19  Subject  in  Tenor.     Counter-subject  absent Gfl  minor 

«      19112 21  j  Answer  in  Alto.     Counter-subject  in  Tenor Dfl  minor 

MODULATORY    SECTION. 

/ 

"  21 .24  Episode  III.,  modulating  from  Gfl  minor  to  Dfl  minor. 

n  24112 26  Subject  in  Treble.     Counter-subject  absent Dfl  minor 

a  26112_28  Answer  in  Bass.     Counter-subject  absent     ...         ...         Ffl  minor 

"  28 _32  Episode  IV.,  modulating  from  B  to  Gfl  minor  and  Close. 

RECAPITULATORY  SECTION. 

"      32112 34          Subject  in  Tenor.     Counter-subject  in  Alto Gfl  minor 

"      34 37  Episode  V.,  modulating  from  Dfl  minor  to  Cfl  minor. 

"      37112 39          Answer  in  Treble.     Counter-subject  (reminiscence  of)  in  Alto      Dfl  minor 

»      39 41          Coda         Gfl  minor 


.41. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  called  a  "  tonal  "  Fugue,     The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  In  bar  15  the  Answer  is  exceptional,  being  Real  instead  of  Tonal. 

(3.)  The  Counter-subject  is  absent  on  three  occasions  (see  Analysis). 

(4.)  The  following  is  a  brief  description  of  the  Episodes  :— 

Episode  I.  is  formed  in  the  Bass  from  the  second  limb  of  the  Subject  in  an  ascending  sequence.    Plain 
harmonies  only  are  used  in  the  three  upper  parts. 

Episode  II.  is  formed  in  the  Treble  from  the  first  limb  of  the  Subject  taken  in  contrary  motion,  the 
second  limb  being  given  to  the  Tenor,  and  suspensions  to  the  Alto. 

Episode  III.  is  built  mainly  upon  a  new  characteristic  figure  proposed  by  the  Bass  and  imitated  in  the 
fifth  above  by  the  Alto,  the  Tenor  part  being  independent.     The  Treble  rests. 

Episode  IV.  is  built  upon  precisely  the  same  figure  as  Episode  III.,  but  placed  in  .different  voices — 
here  Alto  and  Treble— the  Bass  part  being  independent.     The  Tenor  rests. 

Episode  V.  is  formed  mainly  from  the  second  limb  of  the  Subject. 
8251-  (  62  ) 


PRELUDE  XIX. 


SUMMARY. 

Bars  1—14  (B),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  F#). 
Bars  14  (4) — 24,  PERIOD  II.  (Modulatory  in  early  part). 


REMARKS. 

Three  Themes  are  used  in  the  construction  of  this  Prelude.  Theme  I.  starts  at  once  in  bar  1  in  the 
Treble  part,  Theme  II.  at  bar  1  (2)  in  the  Bass  part,  and  Theme  III.  at  bar  1  (— ")  in  the  Middle  part. 

At  bars  4  (l)  and  17  (3)  Themes  II.  and  III.  are  used  above  Theme  I.  Two  other  varieties  are  notice- 
able, (1)  at  bar  8  (8),  where  Theme  I.  is  placed  in  the  Middle  part,  Theme  II.  being  above  and  Theme  III. 
below  it;  (2)  at  bar  20,  where  Theme  I.  is  at  the  top,  Theme  II.  in  the  Middle  and  Theme  III.  at  the 
bottom.  These  Themes  are  therefore  constructed  with  each  other  according  to  the  rules  of  Triple 
Counterpoint. 

In  the  early  part  of  Period  II.  the  material  employed  is  taken  from  Theme  III.  chiefly,  scale  passages 
being  placed  below  it,  leading  to  the  repetition  of  all  three  Themes  in  the  original  key  at  bar  17. 


Moderate  con  moto.  0  -  84. 


PRELUDE  XIX. 

A  MAJOR. 

SHOWING  THE  STRUCTURE. 
2 


PERIOD  I. 


Th.  III. 


_  — — 


Th.  II.- 


Th.  in  the  Dominant. 


8251. 


PRELUDE  XIX. 

8  Th.  II.- 


(in  a  descending  Sequence)  to  Th.  in 
Tonic  at  bar  8(3). 


Episode  leading  to  Relative  Minor. 


13 


I  PERIOD  II.,     passing      through     B      Major,      E      Major,    and      back     to 

I  jj_  -  --  _ 


~-- 


17 


18 

TA.  ///.- 


^ 


19 


20 


1  I 


the        Tonic. 


TA.  //.- 


^ 


TA.  /.- 


r*.  ///  — 


21 


FUGUE  XIX,  (A  MAJOR) 


Allegretto.   J  .  -  69. 


IN  THREE  PARTS 


Bars 

n 

H 

n 

H 

n 

H 

H 
H 
II 
II 
II 
H 
H 
H 
H 
It 
II 

1 

2<B> 

9, 

8(6) 

4. 
B 

_5<6) 

7(6) 

8 

9 

9 

in<«> 

11 

12 

13 

14(6) 

Ifi 

17(8) 

17 

23 

9,3 

24<«) 

9,5 

2fi<5> 

9,7 

28'6> 

99 

31 

31 

33 

32(6) 

34(6) 

34 
39 

39 

B)     4n 

49 

43  <") 

44 

45<6> 

46 

_54 

ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Treble  ...         

Tonal  Answer  in  Alto    ... 

Subject  in  Bass  ...         ...         ...         

Answer  in  Bass  ... 
Codetta,  and  Close  in  A. 
Subject  in  Treble 


MODULATORY   SECTION. 

Episode  I.,  modulating  from  A  to  FJf  minor  and  Close. 

Subject  in  Bass  ... 

Subject  in  Bass  ... 

Episode  II.,  modulating  from  A  to  E,  and  closing  in  that  key,  and  then 

back  to  A. 

Subject  in  Bass,  with  new  and  more  rapid  passage  in  Alto 
Answer  in  Alto    ...         ...         ...         ...         ...         ...         ...         ... 

Answer  in  Alto    ... 

Episode  III.,  modulating  from  E,  through  A,  to  D. 

Subject  in  Alto,  and  Close  in  D 

Subject  in  Bass,  chromatically  altered  

Episode  IV.,  modulating  from  B  minor  to  FJf  minor. 

Answer  (altered)  in  Bass,  and  close  in  FJf  minor     

Subject  in  Alto   ...         ...         ...         ...         ...         ...         ...         

Answer  (altered)  in  Bass 

Coda,  comprising  frequent  imitations  of  the  Subject. 


SUMMARY. 
Exposition  :.    Bars  1. 


.7. 


Counter-exposition :     None. 

Episodes :     Four. 

Stretti :     None. 

Pedal :     None. 

Coda:     Bars  46 54. 


KEYS. 

A 
E 
A 

E 

A 


FJf  minor 
E 


A 
A 
E 

D 

B  minor 

FJf  minor 

A 

E 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  called  a  "  tonal "  Fugue.     The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  The  Answer  in  the  Alto  (bar  2)  enters  before  the  conclusion  of  the  Subject  in  the  Treble,  which  in 
the  Exposition  is  unusual. 

(3.)  An  Answer  appears  in  the  Bass  (bar  6)  almost  immediately  after  the  Subject  in  the  same  voice. 
The  same  occurs  in  the  Alto  (bars  25 .27). 

(4.)  The  Subject  is  only  found  twice  in  the  Treble  (bars  1  and  9),  after  that  it  entirely  disappears  from 
this  part. 

(5.)  It  has  no  Counter-subject. 

(6.)  The  Episodes  are  constructed  from  material  taken  from  the  Subject. 


8351. 


'  This  Fugue  is  somewhat  free  in  construction     There  is  no  Thematic  Recapitulation  proper 

(  65  ) 


PRELUDE  XX. 


SUMMARY. 

Bars  1 — 13,  PERIOD  I.  (Ending  with  a  Perfect  Cadence  in  the  Relative  Major,  C). 
Bars  13 — 22,  PERIOD  II.  (Modulatory  to  bar  20,  then  gently  curving  round  to  the  Tonic). 
Bars  22—28,  PERIOD  III.  (starting  with  the  Theme  (varied)  in  the  Tonic  key). 
Bars  26--2S,  TONIC  PEDAL  AND  CODA  (firmly  grasping  the  Tonic  key). 


REMARKS. 

This  Prelude  is  constructed  upon  the  Theme  used  in  the  Treble,  the  three  component  figures  of  which 
appear  in  bar  1. 

The  Periods  are  capable  of  subdivisions.  Period  I.  may  be  divided  into  three  sections  at  bars  4  and  8. 
Period  II.  into  two  sections  at  bar  20,  and  Period  III.  into  two  sections  at  bar  26,  where  the  Coda  begins. 


PRELUDE  XX. 

A  MINOR. 
SHOWING  THE  STRUCTURE. 


Con  aniina.  4  •  -  84. 
Th 


PERIOD  I.     A  Minor,  establishing  the  key. 


From  here  it  moves  to  the  Dominant  Minor. 


TKllst  bar)  slightly  varied.       Used  three 


*.  r/rTf  •  &*  r— L^T"  if  -j^p-rs 
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10 


PRELUDE   XX. 
11 


times  in   a  descending  |   Se  ouence. 


13  .* 

A.  in  theRelative  Major  (commencing  on  the  3rd  ofthe  Tonic). - 


15 


From         here  it  moves  away,  touching  upon  G  Minor,  then 


!t 


19 


20 


**— M- 


21 

.--*--, 


>ftr^ 


=*: 


~*i~r*f    i  i  r~*f 

upon  D 


?  ,*•„  I-* 


Minor,  and  gently  works  homewards  to  the 


Tonic. 


m—m       J        J— J£EJJ 


Tonic  Pedal. 
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FUGUE  XX.  (A  MINOR). 


IN  FOUR  PARTS. 


Andante  con  moto 


.  j  =  72. 


m 

—to,  —  r—  i  r~    I"1""   -^j        J   *  —  ["""i      —  *-  —  p 

M    MM-!  —  1  —  hj- 

ars 

i 

n 
n 
tt 

n 
n 
n 
n 
n 
H 
n 
it 
n 
* 
n 
n 

n 
n 

H 

n 

H 
» 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 
II 

n 
u 

H 

n 
it 

H 
M 
• 

IP5  f  *E!    r  ^     £  i  4  VJ 

.J..J.J.*^.J.  f-*-5        + 

ANALYSIS. 

ENUNCIATION  SECTION. 

1<-1>       4(1)      Subiect  in  Alto    

KEYS. 

A  minor 
E  minor 

A  minor 
E  minor 

G  major 
G  major 
G  major 
D  minor 
A  minor 
A  minor 
A  minor 
E  minor 
E  minor 
A  minor 
A  minor 

C 
C 
C 

c 

D  minor 
D  minor 
G  major 
G  major 
A  minor 
A  minor 
A  minor 
A  minor 
D  minor 
A  minor 
A  minor 
D  minor 

F  major 
F  major 
C  major 
D  minor 
D  minor 

A  minor 
E 
A 
A  major 

4<-l)        7()4) 

Real  Answer  in  Treble  ...         ...         ...         ... 

7             8 

Codetta. 
Subject  in  Bass  ... 

8<-D     11  («) 

11(-D     14(D 

Answer  in  Tenor 

MODULATORY  SECTION. 
14  '"3)     17'*'      Subiect  hv  Inversion  in  Trphlp. 

17<-3)       18<3) 

Subject  (first  part)  by  Inversion  in  Alto 

18<-n    20<3) 

Subject  by  Inversion  in  Tenor...         ..          ... 

21  (-D    23<3> 

24  (-D    26(3) 

Subject  by  Inversion  in  Alto    ... 

27<-3>    30(3> 

Subject  in  Treble)  .     „, 
o   i  •     ,  •     n*          r  in  btretto 

1 

28i^L_81 

31  (-3)    34(3) 

Subject  in  lenor  j 

Answer  in  Alto  )  .     0, 
A                           nn  Stretto 

1 

1 

32<-1>J  85<«> 

Answer  in  Bass) 

Subject  in  Tenor)  .     c, 
o  u  •                       r  in  Stretto 

1 

I 

3fi(-3)     ago) 

37<-D     4nd) 

Subject  in  Alto    j                                                                                                I 
Episode    I.   (unusually  late  for  its  first  appearance),  modulating  from 
A  minor  to  C  major. 

Subject  in  Treble)  .     c.                                                                                      ( 
e  u-            T,          hn  Stretto 

3ft(8>      43 

48  (-D    4fi(D 

431-3)    4fi<8) 

Subject  in  Bass    J 
Subject  (second  part)  in  Tenor 

( 

45  (-*)    47(1) 

46<-<>    48 

Subject  (second  part)  in  Alto 

48  (-3'    5K2) 

Answer  by  Inversion  in  Alto                            )  . 
Answer  by  Inversion  in  Tenor,  and  Codetta  j  1 

Subject  in  Bass                          )  .     „, 
c,   i_.     .  •     ^r>    i  i          i^-.i         Mn  Stretto 

Stretto    

1 

49  (-D    52 

53*-1'    .tfid) 

53  '-3>    5fi(S) 

Subject  in  Treble  and  Codetta)                                                                         ( 
Subject  by  Inversion  in  Treble                     1  •     o*                                           j 
Subject  by  Inversion  in  Alto,  and  Codetta)  ir 

Answer  by  Inversion  in  Bass  )  .     c,                                                                ( 
A             u    T          •      '    m         rin  Stretto 

57<-3>    fin 

58  (-D     R2 

62  (-D     fi3<3) 

62<-3>      fi3(3) 

Answer  by  Inversion  in  Tenor) 

Subject  in  Bass  )  .     0, 
A                 o>         rm  Stretto 

I 

| 

64  (-8)    67(8) 

65  (-D    fiftd) 

Answer  in  Tenor) 

Answer  by  Inversion  in  Treble)  •    Oi 
e,,u-  _(.  u    T                      Aii       rin  btretto     ... 

1 
1 

67(-8>    70(3) 

fift  (-1)       rrf\  (  4  \ 

71          73 

bubject  by  Inversion  in  Alto     )                                                                        I 
Episode  II.,  modulating  from  D  minor  to  F  major. 
Subject  by  Inversion  in  Bass)  .    c. 

78(*1>    75(3) 

70  (-3)      no 

7fi(-l)      77(8) 

bubject  by  Inversion  in  Alto) 
Answer  by  Inversion  in  Tenor] 
Subject  in  Alto                           [in  Stretto 

77<-i)    78(8) 

771-8)    78(3) 

79 
80  (-3)    82(») 

Subject  in  Treble 
Codetta  and  Pause. 
Subject  in  Alto     )  -     c. 

'j 

Q1  (-1)       QO  (S) 

QO  (-8)        Q£ 
.5.1  *        '        of) 

Answer  in  Treble  ) 
Tonic  Pedal.     Three  upper  parts  in  Stretto 

\ 

«     86  87 

on. 

Coda  and  continuation  of  Tonic  Pedal.     Close 

(  68  ) 

on  Tonic  Major  ... 

FUGUE  XX. 


SUMMARY. 
Exposition  :     Bars  1 14. 

Counter-exposition :     None. 
Counter-subject :     None. 
Episodes :     Two. 

Owing  to  the  structure  of  the  Subject,  special  interest  is  given  to  the  Fugue  by  the  manner  in  which 
the  quotations  of  it  constantly  overlap  in  a  kind  of  Canonic  Stretto.     (See  Analysis.) 

Inversion  :     Many  instances. 

Pedals  :     Three.  (1.)  Dominant,  60 62.  (2.)  On  the  Dominant  of  the  relative  major,  76 77. 

(8.)  On  the  Tonic,  83 87. 


REMARKS. 

(1.)  This  Fugue  has  a  "  real  "  Answer,  and  would  be  styled  a  "  real  "  Fugue. 

(2.)  The  devices  of  Inversion  and  Canonical  Imitation  abound  in  this  Fugue  to  such  an  extent  as  to 
give  it  a  special  character. 

(8.)  Episode  I.  is  constructed  upon  the  Subject,  but  Episode  II.  of  new  material. 

(4.)  This  Fugue  has  three  short  Pedal  points.      The  first  on  the  Dominant  (E),  the  second  on  the 
Dominant  of  the  Relative  Major  (G),  and  the  third  on  the  Tonic  (A). 


The  latter  part  of  this  Fugue  is  somewhat  irregular  in  form,  fragments  of  the  Subject  being  introduced  in  the  Subdominant  minor,   D 
(83 86),  in  order  to  suggest  the  major  conclusion  which  is  about  to  follow. 
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PRELUDE    XXI. 


SUMMARY. 
This  Prelude  is  constructed  upon  the  following  figures  : — 


Bars  1 — 10,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  F). 

Bars  10—20,  PERIOD  II.  (Modulatory). 

Bars  18 — 20,  CODA  (confirming  the  Tonic  key). 


REMARKS. 

Period    I.    cannot    be    subdivided.      In    Period    II.  there  is  a  division  at  bar  18,  where  the  Coda  is 
commenced. 

The  difference  in  character  and  style  of  the  two   Periods  is  mainly  due  to  the  employment  of  a  new 
contrasting  figure  which  first  appears  in  bar  11  (2). 

This  Prelude  divides  exactly  into  two  halves. 


8-251 . 


(  70  ) 


\l 


PRELUDE  XXI. 

(Bb  MAJOR.) 
SHOWING  THE  STRUCTURE. 


Allegro  vivace.  4  —  80. 


^Ascending  Sequence  (3 — 5  (a). 


PERIOD  I.  B7  Major,  establishing  the  key. 


From  |  here     it     moves   away 


-^  Ascending  Sequence  (6—8  C1). 


T- 


for  contrast. 


And  ultimately 


JTo                is         '  — 

P"*  P  9  

-P-                        15 

-J«  =  ^  •—  •  ^  m~ 

16 

BS  

L             • 

Returnin 

i  —  

g                to 

vJb-  ».    1  —  d_s  —  *  
J-           7               ^ 

7 

P7                7          |?7         6 

~W~ 

5 

18 


:££« 


B[>  Major. 


CODA.   ^ 


? — r 
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FUGUE  XXI.  (&  MAJOR). 


IN  THREE  PARTS. 


Allegretto  schenoso.  J  -  116. 


Bars     11=1L 


13111 


.18  «> 
.18  «> 
.17  «> 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Treble  ...         

Tonal  Answer  in  Alto,  with  Counter-subject  in  Treble       

Subject  in  Bass.     Counter-subject  I.  in  Alto 

Counter-subject  II.  in  Treble. 

Answer  in  Treble.    Counter-subject  I.  in  Bass.    Counter-subject  II.  in  Alto 


KEYS. 

Bb 

F 
Bb 


17 
22  '-1 


22 
26  '*) 


2fi(-D 
BO 


85 


35iii!_37  <*> 
37  (-D    41  (H) 


MODULATORY    SECTION. 

Episode  I.,  modulating  from  F  to  G  minor. 

Subject  in  Alto.    Counter-subject  I.  in  Treble.    Counter-subject  II.  in  Bass 

Answer  in  Bass.    Counter-subject  I.  in  Alto.    Counter-subject  II.  in  Treble 

Episode  II.,  from  C  minor,  through  G,  and  back  to  C  minor. 

Answer  in  Alto.    Counter-subject  I.  in  Treble.    Counter-subject  II.  in  Bass 

Subject  in  Treble.    Counter-subject  I.  in  Alto.    Counter-subject  II.  in  Bass 


G  minor 
C  minor 

Eb  major 

Eb  major 


41  '-i> 
4olil 


45  <M) 
48 


Answer  in  Alto. 
Coda 


RECAPITULATORY  SECTION. 
Counter-subject  I.  in  Treble.    Counter-subject  II.  in  Bass 


Bb  major 
Bb  major 


SUMMARY. 
Exposition  :     Bars  1 


13. 


Counter-exposition  :     None. 

Episodes  :     Two. 

Stretti  :     None. 

Coda  :     Bars  45  _  48. 


REMARKS. 

(1.)  This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  called  a  "  tonal  "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

(2.)  Triple  counterpoint  is  employed,  because  there  are  two  Counter-subjects  to  be  worked  above  and 
below  the  Subject  and  Answer. 

(3.)  Counter-subject  II.  appears  in  the  Bass  part  three  times  in  succession  (bars  85 44). 

(4.)  The  two  Episodes,  though  short,  are  exceedingly  interesting. 

Episode  I.  is  written  in  a  descending  sequence,  and  is  formed  in  the  Bass  on  bar  3(4)  of  the  Subject, 
continuing  as  far  as  bar  19,  the  Treble  and  Alto  having  a  florid  counterpoint  founded  also  on  the  latter  part 
of  the  Subject.  At  bar  19'-"  22  <K)  the  Bass  is  an  inversion  of  the  first  six  notes  of  the  Subject,  the  Treble 
continuing  the  florid  counterpoint  and  the  Alto  being  silent. 

Episode  II.  is  an  inversion  of  Episode  I.  with  the  addition  of  an  independent  part  in  the  Alto. 
8261.  (  72  ) 


PRELUDE   XXII. 


SUMMARY. 

Bars  1 — 13,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Minor,  F). 
Bars  13 — 24,  PERIOD  II.  (Modulatory  in  its  early  part). 


Bars  1—3,  Tonic  Pedal. 
Bars  20—22,  Dominant  Pedal. 
Bars  23(s),  24,  Tonic  Pedal. 


REMARKS. 

This  Prelude  is  mainly  built  upon  the  Opening  figure  (Treble  part),  which  is  frequently  used  in* 
Contrary  Motion,  especially  in  PERIOD  II. 

At  bar  7(3)  the  Theme  appears  in  the  Treble  in  a  descending  Sequence,  and  at  bar  13  a  new  figure 
appears  in  the  Bass,  also  working  in  a  descending  Sequence.  In  the  same  Sequence  also  the  Opening  figure 
is  used  for  the  upper  parts. 


PRELUDE  XXII. 

Bb  MINOR. 

This  Prelude  is  copied  out  somewhat  fully  in  order  to  show  the  Melodic  features  as  pointedly  as  possible. 
Adagio.**  =92.  1 2   , ^  , N  | N 


PERIOD  I.  BJ?  Minor,  establishing  the  key. 


£ 

f 


r 


/r   ' 


Tonic  Pedal. 


6TA.     3       6      6 678 

453  t|4   bo  — 

3  3 


tj4666—        6667t]78t>7 
23—  46          4 
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TA' 


PRELUDE   XXII. 
^  8 


^^ 

^"""j      I       From  here  it  gradually  works  away,  and          makes  for  its 


^E 


477 
2 


57 


75 
t)5        3 

B 


676786 
4 


12 


Dominant  Minor,  and  ultimately  lands 


there 


by 


Perfect 


m 


I 


tl6       6  H5  7       656       7  — 

B4  t]43    t|4      t|5 

2  3        tf 


J 


—  6  t|5      6      8t?7  9      8  t]7     6     8^7    6    98        B.6       8 1)7         6       7      6—7 

—  b  2  02  3    fl 


Cadence.    Period  II.  Here         it       touches         Et>      Minor,         A^>      Major,         D[?      'Major, 


working 


^^ 


± 


E 


_3 If p 


5     — 
4      3 


5      --          10 


>- — * — *- 
•$=&=^ 


17 

fe£ 


18 


gradually 


back 


the 


original 


key. 


f  -  f-m- 


7     b6   87       6  —  6—       6 
54  3  2  h4     — 

'2     


b59       8—  7     b6  89        65 
547        43 


66       6       4  6  6     t]4   6t]6    — 1?6  6       65 
^245       2      |75—        5       43 


8  6 
7  5 


8  b9 
34 


7      6       9  10    4    |J9      —     5  6  j>7 

I,      4      *78C;2     ^      -^4     I, 

4       — 


6     H9   5    6        6   - 
5       6  [33    4        4  !?3 

a     4 
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FUGUE  XXII.  (Bb  MINOR). 

IN  FIVE  PARTS. 
Adagio  ma  non  troppo.  0  =  120. 


ANALYSIS. 

ENUNCIATION  SECTION. 

Bars     1 8(1)  Subject  in  First  Treble Bb  minor 

n       8 5(n  Tonal  Answer  in  Second  Treble         F  minor 

»       51i> 10  Codetta. 

n  10 12<J>  Subject  in  Alto Bb  minor 

n  12 14(1  Answer  in  Tenor  F  minor 

n  15 17(1)  Subject  in  Bass fib  minor 

MODULATORY    SECTION. 

»  171£2_25  Episode  I.,  modulating  from  Bb  minor  to  Db  major. 

v  25 27(1)  Subject  in  First  Treble  D7 

*  27 29(1)  Answer  in  Second  Treble          ...  Eb  minoi 

•  29 81(1)  Subject  in  Tenor  fib  minor 

n  82 _84(1>  Answer  in  Bass Eb  minor 

»  84 36  Codetta. 

n  87 39(1)  Answer  in  Alto Db  major 

n  R9(2>     46  Episode  II.,  modulating  sequentially  from  Ab,  through  Eb,  to  B(?  minor. 

»/  46112 48W>  Answer  in  Tenor  fib  minor 

"  48 50(1)  Answer  in  Bass  ...          ...         ...         ...         ...         ...          ...         ...         ...  fib  minor 

H  50 52(2)  Answer  in  First  Treble  ...  \  /  Eb  minor 

//  50112 52(3)  Answer  in  Second  Treble  Eb  minor 

n  51 53(2)  Subject  in  Alto  j-Stretto  I.  (complete)     J  E(?  minor 

'/  52_ 54  Answer  (slightly  altered)  in  Bass  I  Eb  minor 

n  58 55(1)  Answer  in  Tenor  j  V  Eb  minor 

n  55 57(1)  Subject  in  Second  Treble.     Answer  in  Alto fib  minor 

n  57112 67  Episode  III.,  modulating  from  Eb  minor  to  Bb  minor. 


RECAPITULATORY  SECTION. 


„  67112 69  <8> 

»  68 70*1' 

//  6811L  _70(8> 

*  69 71(1) 

n  69112 71(3) 

•  72 75 

_74 


75 


Subject  in  First  Treble    \ 
Answer  in  Second  Treble 

VStretto  II.  (complete) 


Subject  in  Alto 

Answer  in  Tenor 

Subject  in  Bass 

Coda. 

Reminiscence  of  the  first  limb  of  Answer  in  Alto,  and  of  the  second  limb 

of  Subject  in  First  Treble 

Fragment  of  the  second  limb  of  Subject  in  Alto.     Conclusion,  Tierce 

de  Picardie 


Bb  minor 
Bb  minor 
fib  minor 
B?  minor 
Bl7  minor 


B">  minor 
Bt>  major 


Exposition  :     Bars  1 17. 

Counter-exposition :     None. 
Counter-subject :     None. 
Episodes :     Three. 

Bach — 48  Preludes  and  Fugues.— Novello.       F 


SUMMARY. 


Stretti :     Two  (complete). 

Coda  :     Bars  72 75. 

Pedal :     None. 


(75) 


8251. 


FUGUE  XXII. 


REMARKS. 

(1.)  This  Fugue  is  in  five  parts.  It  has  a  "  tonal "  Answer,  and  would  be  styled  a  "  tonal "  Fugue. 
The  alterations  in  the  Answer,  for  the  sake  of  tonality,  are  made  from  the  first  note  to  the  second,  and  from 
the  second  note  to  the  third. 

(2.)  In  the  Codetta  (bars  5 11(3))  the  Second  Treble  imitates  the  First  Treble  at  the  fourth  below, 

at  the  distance  of  a  minim. 

(3.)  The  concluding  note  of  the  Theme  is  on  five  occasions  altered  to  major  instead  of  remaining 
minor,  two  of  these  instances  occurring  in  the  Exposition.  (Compare  Fugue,  No.  VI.) 

(4.)  The  Episodes  are  built  upon  the  second  limb  of  the  Subject,  treated  sometimes  by  similar  and 
sometimes  by  contrary  motion. 

(5.)  Three  things  are  noticeable  in  the  Stretti :  (1)  they  are  both  made  in  a  descending  direction  J 
(2)  the  closest  Stretto  is  reserved  for  the  last ;  (8)  though  not  built  upon  a  Pedal,  both  of  them  are 
exceedingly  fine. 
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PRELUDE   XXIII. 


SUMMARY. 

Bars  1 — 6,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant). 
Bars  6 — 10  (3),  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Submediant). 
Bars  10 — 15,  PERIOD  III.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic). 
Bars  15—19,  PERIOD  IV.     CODA. 


Bars  1—3  (1),  Tonic  Pedal. 
Bars  17,  18  (i),  Dominant  Pedal. 


REMARKS. 

This  Prelude  is  constructed  upon  the  figures  which  appear  in  bar  1,  that  in  the  Treble  being  used  most 
frequently. 

In  bar  6  the  figures  of  bar  1  are  reproduced  in  the  key  of  the  Dominant,  but  the  Treble  of  the  former 
becomes  the  Bass  of  the  latter,  and  vice  versa. 

Bar  12  is  in  a  descending  Sequence  with  bar  11. 

The  following  list  furnishes  every  instance  of  the  Principal  Theme  used  in  its  inverted  form : — 

(1)  In  the  Bass  part  at  bar  12. 

(2)  In  the  Treble  part  at  bar  15. 

(3)  In  the  Treble  part  at  bar  16. 

(4)  In  the  Tenor  part  at  bar  17. 

(5)  In  the  Treble  part  at  bar  18. 

(6)  In  the  Alto  part  at  bar  18. 
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PRELUDE  XXIII. 

B  MAJOR. 

SHOWING  THE  MELODIC  FEATURES  AND  PHRASING. 


Allegretto  graiioso,  e  sempre  iegito.  J  •_•  80. 
Th.  1 


r 


PERIOD  I.  B  Major,  establishing  the  key. 


TA. 


From        here       it       works       away       for 


m 


Th. 


:fe* 


Th. 


contrast  to  the  key  of 


the] 


Dominant.  PERIOD  II. 


J. 


Th. 


Th. 


Th. 


^ 


/  T 


From  here  it  works  to  the  Relative          Minor,          and          confirms          it          by          a 


T^ 


Cadence.    PERIOD  III 


Descending  Sequence. 


FH — F  i — -j — Fi — 

Bit±r=£±== 


Imitation  of  Tenor  (bar  17) 
18 


Imitation  of  Soprano. 


Dominant    Pedal,    and     clenches    the    Tonic    key 


Here    it     strengthens     the 
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FUGUE   XXIII.   (B  MAJOR). 

IN  FOUR  PARTS. 

Andante  con  espress.  J  =  63. 


ANALYSIS. 
ENUNCIATION  SECTION. 

KEYS. 

Bars     I'-1)      3'1'  Subject  in  Tenor  B 

»        3'-1'      5(1)  Tonal  Answer  in  Alto F# 

"        3<-2>      4(4)  Counter-subject  in  Tenor. 

</        5(-i)      7(m  Subject  in  Treble.     Counter-subject  in  Alto  B 

"        71iiL_9  Answer  in  Bass.     Counter-subject  in  Treble  ...         ...         ...         ...      Fjf 

«        9 11  Codetta  formed  to  a  limited  extent  from  the  first  part  of  the  Counter- 
subject. 

„      11  (-3)    i.g(3)  Subject  in  Tenor  ...  B 

MODULATORY   SECTION. 

v  18 16  Episode  I.,  modulating  from  B  to  F#. 

•/  Ifi(-i)    17'3'  Subject  in  Alto  and  Close  in  Fjf  (Dominant)  FJ 

H  18!li!_20(1)  Subject  by  Inversion  in  Treble  Ffl 

»  20J-1'    22(2)  Answer  by  Inversion  in  Alto F# 

„  gi  {-3)    23<3'  Subject  in  Bass B 

«  24llli_26(1)  Answer  in  Tenor  and  Close  in  CJf  minor       CJ  minor 

//  26 29  Episode  II.,  modulating  from  Cfl  minor  to  B  major. 

RECAPITULATORY  SECTION. 

»  29izli_31(W  Subject  in  Alto B 

»  31 '-1'    33  Answer  in  Treble.     Counter-subject  in  Alto F$ 

*  33 34  Coda         B 

i  38iziL.84  Reminiscences  of  first  few  notes  of  Counter-subject  in  Tenor       B 

SUMMARY. 

Exposition  :     Bars  1  kIL_9  < 1 '. 

Counter-exposition :     None. 

Episodes :     Two. 

Stretti :     None. 

Pedal :     None. 

Coda  :     Bars  38 84. 


REMARKS. 

(1.)  This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  to  the  second  and  from  the  fifth  to  the  sixth  notes. 

(2.)  After  the  Exposition  the  Counter-subject  is  only  used  once  in  its  entirety,  and  that  near  the  end 
of  the  movement  (bars  31 (2)  33).  On  two  occasions  (bar  12  in  the  Alto  and  bar  17  in  the  Treble)  its 
second  half  only  is  used.  On  other  occasiqns  it  is  absent. 

(8.)  The  Episodes  are  constructed  upon  the  first  part  of  the  Counter-subject,  though  only  to  a  limited 
•extent.  At  bars  14 15  its  first  limb  appears  in  the  Tenor,  and  at  26 27  it  appears  in  the  Bass. 

In  the  Coda  there  occurs  a  reminiscence  of  the  last  part  of  the  Counter-subject  in  the  Treble  and 
of  the  first  part  in  the  Tenor  (bar  38). 
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PRELUDE  XXIV. 


SUMMARY. 

Bars  1 — 17,  PERIOD  I.  (ending  with  a  Half  Cadence  in  the  key  of  the  Tonic). 
Bars  16 (2),  17,  SHORT  CODA. 

Bars  18 — 47,  PERIOD  II.  (working  by  Sequences  mainly  through  various  keys,  and  finally  ending  with 
Tierce  de  Picardie). 

Bars  46 (8),  47,  SHORT  CODA.     (Compare  bars  16  and  17.) 


REMARKS. 

In  the  construction  of  this  Prelude,  the  first  half  (PERIOD  I.)  consists  of  Imitations  in  the  two  upper 
parts  upon  a  short  Theme,  accompanied  by  a  moving  Bass. 

In  the  second  half  the  structure  is  much  the  same,  but  the  figure  proposed  for  Imitation  is  still  shorter, 
quavers  being  employed  instead  of  crotchets. 

Bars  28 — 31  are  Imitations  of  the  Phrase  which  first  appears  in  bars  26,  27. 

Both  Periods  are  capable  of  subdivision  :  Period  I.  at  bars  7(8),  12  (l),  and  16  (x) ;  Period  II,  at  bars 
27(8),31(8),  and46(8). 


Maestoso.  0  =  72. 


PRELUDE  XXIV. 

B  MINOR. 
SHOWING  THE  STRUCTURE. 


Th.- 


PERIOD  I.  B  minor,  establishing  the  key. 


Th.- 


I  Th 

From  here  it  moves  for  contrast 


Th, 


It        now        works        away,        going        here       to       ita 
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PRELUDE  XXIV. 


Th 


J  f 


15 


16 


17 


Th.. 


Dominant,  then    back  to  B  Minor, 


CODA,   with    Half   close    on   the 
with  close        there.  Dominant. 


Th.- 


19 


20 


" 


, 


Th I  Th I 

PERIOD  II.  Sequence  (descending).  n  M  . 

Fj  Minor.  It       now       touches       upon        E       Minor, 


Th.- 


then  F$.  its 


24 


25 


,#P*' 
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~~26  rrn^ ^     «     ..  i    r!  ^  J-  J    J     i  s^-^" 
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^y^^4€^M^rm    ig'vt-ir- 
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-r   -^ 

Dominant          Minor;    and  further 


ifEpJJ,±L'|CJt 


confirms  this  key.  Then 

JSjjmi^j 


^^* 


30 


31 


34 


Minor,         D  Major '    .        .       B  Minor      .      .  (Sequence). 


gnfrErJ 


B   Minor,   gradually    strengthening    the 


42 


43 


44 


45 

->  I        N. 
*,«*    jfj 


46 


47 


ggf 


impression       of       the      original      key     up        to      the      conclusion 


CODA. 


Tonic  Pedal. 
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FUGUE  XXIV.  (B  MINOR). 


IN  FOUR  PARTS. 


Largo.  0  —  52. 
con  express 


Bars 
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II 
II 
II 
II 
II 
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II 
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H 
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1  (-1) 

4  <*> 

4<-D 

7<M) 

7 

9 

9  HO 

16 
21 

30 
33 

36<2> 

44 

46(3) 

50<s> 
53(8> 
56<8> 
60(3) 
63<4> 
69 

72<«) 

76 

75  «> 
75'1) 

13 

Ifi 

21  (-D 

24 

34  (-D 

35  (-D 

38  <-D 

41  (-D 

43 

44  (-D 

47  <-s) 
50 

53  <-3) 

57  (-3) 

60  <-s> 

64 

69  <-i> 

70  <-D 

73 

74 

74  (-D. 

ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Alto 

Tonal  Answer  in  Tenor,  with  Counter-subject  in  Alto 
Codetta. 

Subject  in  Bass.     Counter-subject  in  Tenor  

Answer  in  Treble.     Counter-subject  in  Bass  ...         ...         

Episode  I.,  modulating  from   B  minor,  through   FJf,  again  to  B  minor 

(observe  the  fragment  of  Subject  of  three  notes  only  in  Alto,  bar  19). 
Subject  in  Alto.     Counter-subject  in  Treble...         ...         

MODULATORY   SECTION. 

Episode  II.,  modulating  from  FJf  minor  through  B  to  E  minor  (observe 

the  fragment  of  Answer  of  three  notes  only  in  Tenor,  bar  28). 
Subject  in  Tenor.     Counter-subject  slightly  altered  in  Treble 
Stretto  I.  (incomplete),  Subject  in  Alto.     Counter-subject  absent 

Subject  in  Treble  ...         

Subject  in  Bass.     Counter-subject  in  Treble 

Subject  (first  part)  in  Treble }  f 

Subject  (first  part)  in  Alto  ~.  TT    , 

Subject  (first  Jart)  in  Bass       Stretto  II.  (complete) 

Subject  in  Tenor.    Part  of  Counter-subject  in  AltoJ  ( 

Answer  in  Bass.     Counter-subject  in  Treble  ...         ...         

Episode  III.,  modulating  from  D  to  FJf  minor. 
Subject  in  Tenor.     Counter-subject  in  Treble 

Subject  in  Bass.     Counter-subject  in  Treble  ...         

Subject  in  Tenor.     Counter-subject  absent  ...         ...         

Episode  IV.,  modulating  from  FJf  minor  to  B  minor. 

Subject  (first  part)  in  Tenor 

Stretto  III.  (incomplete),  Subject  in  Bass.     Counter-subject  in  Treble  ... 

RECAPITULATORY  SECTION. 

Coda         

Dominant  Pedal. 

Subject  in  Alto.     Conclusion,  Tierce  de  Picardie 


KEYS. 

B 

FJf  minor 

B  minor 
FJf  minor 

B  minor 


E  minor 
FJf  minor 
B  minor 
B  minor 
B  minor 
E  minor 
A  major 
D  major 
D  major 

FJf  minor 
E  major 
B  minor 

B  minor 
E  minor 


B  minor 
B  major 
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SUMMARY. 

Exposition  :     Bars  1 16. 

Counter-exposition :     None. 

Episodes :     Four. 

Stretti :     One,  complete.     Two,  incomplete. 

Dominant  Pedal :     Bars  74 75(*>. 

Coda  :     Bars  73 76. 

(82) 


FUGUE  XXIV. 


REMARKS. 

(1.)  This  Fugue  has  a  "tonal  "  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  at  the  second  and  fifth  notes. 

(2.)  Episode  I.  for  two  bars  is  formed  upon  the  last  eight  notes  of  the  Counter-subject.  From  bar  17 
to  20  the  Bass  moves  in  a  descending  sequence  with  a  figure  four  quavers  in  length,  and  upon  it  appear 
canonical  imitations  (based  on  an  entirely  new  figure)  between  the  Treble  and  Tenor. 

Episode  II.  is  formed  from  the  same  material  as  Episode  I.,  but  at  bars  28 29  the  figure  cf  the 

Bass  is  altered. 

Episode  III.,  the  same  material  is  used  as  in  the  preceding  Episodes,  but  the  canonical  imitations  are 
here  omitted. 

Episode  IV.  is  much  the  same  as  Episodes  I.  and  II.  in  construction.  The  canonical  work  is  here 
given  to  the  Treble  and  Alto. 

(3.)  Stretti  I.  and  III.  are  incomplete  because  all  the  voices  do  not  take  part  in  them.     In  the  former 

the  Alto  and  Treble  alone  take  part  (bars  34 35),  in  the  latter  only  the  Tenor  and  Bass  (bars  69 70). 

Stretto  II.  is  complete,  all  the  voices  taking  pan  in  it  (bars  41 46). 
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PRELUDE  XXV. 


SUMMARY. 

Bars  1 — 5  (8),  PERIOD  I.  (starting  upon  the  Tonic  Pedal,  and  ending  with  a  Perfect  Cadence  in  ths 
Tonic  key). 

Bars  5(4) — 11,  PERIOD  II.  (ending  with  a  Perfect  Cadence   in   D   Minor  in  bar  10  (4),  prolonged 
into  bar  11). 

Bars  11  (-1) — 20,  PERIOD  III.  (starting  from  D  minor,  and  ending  in  the  Subdominant  Major  (F). 
Bars  20 — 32,  PERIOD  IV.  (ending  with  a  Perfect  Cadence  in  the  Tonic  key). 
Bars  32 — 34,  CODA  (built  on  the  Tonic  Pedal,  firmly  establishing  the  key). 


REMARKS. 

The  following  figure,  which  first  appears  in  its  complete  form  in  the  Bass  of  bar  5  (8)- 

@j    tp 


is  much  used  for  Imitative  work  throughout  the  movement.  It  is  derived  from  the  three  first  semiquavers 
of  the  Prelude,  to  which  an  Arpeggio  of  four  notes  (similar  to  that  seen  in  bar  2(2))  is  tacked  on.  The 
figure  thus  made  up  is  often  divided  and  taken  by  two  different  parts,  as  may  be  seen  at  bar  8,  where  the 
first  four  notes  are  given  to  the  Tenor,  and  the  completion  of  the  figure  to  the  Bass.  Other  instances  occur 
at  bars  11,  20,  22,  25,  28  and  29. 

Sometimes  the  first  three  notes  are  given  in  contrary  motion  as  in  barSl^1)  (Bass  part),  and  bai 
82  (-1)  (Alto  part) 

Both  similar  and  contrary  motion  are  employed  simultaneously  in  bar  14.      Throughout  the  movement 
this  figure  is  used  seventeen  times. 

Period  II.  may  be  subdivided  at  bar  8  (4),  where,  for  the  moment  there  is  a  Perfect  Cadence  to  the 
Relative  Minor  (A). 

Period  III.  may  be  subdivided  at  bar  16  (8),  where,  for  the  moment  there  is  a  Perfect  Cadence  to  the 
Subdominant  Major  (F). 

Periods  I.  and  IV.  are  not  capable  of  subdivision. 

In  Bars  20  (*)— 28  (8)  is  seen  the  transposition  into  the  key  of  the  Subdominant  ot  bars  5  (")— 14  (') 


^4  ndante  con  espressione.  0  =  56. 


PRELUDE  XXV. 

(IN  FOUR  PARTS.) 

C  MAJOR. 

SHOWING  THE   STRUCTURE. 


PERIOD  II.         Here          it          gradually          works          away 


=fe^ 


10 


11 


D      Minor. 


-ztSf^r 
-•-    ' 


12 


* 


^PERIOD  III.  Gently  changing  to  G  Minor,  then  back  to  D  Minor,  gradually 


-»--r-r- 
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PRELUDE   XXV. 


(Transposition  of  bars  5 — 14.) 
20 


(F).     PERIOD  IV. 


Here   it   touches   G  Major 


again      back      to      D      Minor, 


and  very  gradually  works  its  way 


to      C      with      Full      close. 
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Bars     1 


51*2 


5  <*> 
9  '*' 


//  18J12 21<*> 

i  21  (2)      25'*' 

//  25111 29(1) 

//  29112 39(1> 

i,  39112 43  <*' 

*  4311L_47<1> 

H  47.^ 51  <«> 

„  5111' 55  f1' 

//  55<2> 


68112 72 

7211} 75 

7611>_79<4> 
80 83 


FUGUE  XXV.  (C  MAJOR) 


IN   THREE  PARTS. 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Alto   ... 

Tonal  Answer  in  Treble.      No  Counter-subject 

Subject  in  Bass  ... 


MODULATORY   SECTION. 

Episode  I.,  modulating  from  C  major  to  G,  and  closing  in  that  key  in 

Bar  22. 
Subject  in  Alto,  introduced  as  if  in  D  during  the  cadence  in  G  major,  and 

proceeding  thereafter  in  D  minor    ... 
Answer  in  Treble 

Episode  II.,  modulating  from  A  minor,  through  G,  C,  and  F,  to  C  major. 
Answer  in  Bass  ... 

Episode  III.,  modulating  from  G  to  C. 
Subject  in  Alto    ... 

Answer  in  Treble,  modulating  to  G    ... 
Episode  IV.,  modulating  from  G  to  C. 

RECAPITULATORY  SECTION. 

Subject  (first  limb  of)  reiterated  in  Bass  in  a  descending  sequence 

Subject  in  Alto  (first  limb  of)  reiterated 

Fragments  of  the  Subject  reiterated  in  similar  manner  in  Treble 

Coda. 

SUMMARY. 

Exposition:     Bars  1 13(5i). 

Counter-exposition :     None. 
Counter-subject :     None. 
Stretti:     None. 
Episodes :     Four. 

Coda :     Bars  80 83. 

Dominant  Pedal :     Bars  50 52. 


KB  71. 

C 
G 
C 


Tonic  Pedal  (Alto  part) :     68 

Tonic  Pedal  (Treble  part) :     72_ 


D  minor 
A  minor 


C 
C 
C 


75(1> 


REMARKS. 

(1.)  This  Fugue  has  a  "tonal"  Answer,  and  would  be  styled  a  "tonal"  Fugue.  The  alteration  in 
the  Answer,  for  the  sake  of  tonality,  is  made  from  the  third  note  to  the  fourth.  There  is  no  Counter- 
subject. 

Episode  I.  (bar  13)  is  formed  from  the  first  part  of  the  Subject  in  the  two  upper  parts,  with  a  running 
Free  Counterpoint,  founded  on  the  latter  part  of  the  Subject,  in  the  Bass. 

Episode  II.  (bar  29)  is  in  two  parts  only,  and  is  formed  from  both  parts  of  the  Subject  in  the  Treble, 
with  a  running  Counterpoint,  similar  to  the  latter  part  of  the  Subject,  in  the  Alto. 

Episode  III.  (bar  43)  has  a  new  figure  in  the  two  upper  parts,  with  a  running  Bass,  similar  to  that  in 
the  previous  Episodes. 

Episode  IV.  (bar  55)  is  formed  in  the  two  upper  parts  from  the  first  part  of  the  Subject,  as  far  as 
Bar  60,  after  which  suspensions  become  the  characteristic  feature.  There  is  a  running  Bass  throughout. 
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PRELUDE   XXVI. 


SUMMARY. 
This  Prelude  is  built  mainly  upon  the  two  following  figures : — 


=*= .  *    I  *  -Hr—  =^ 

T  =±=  — *-     *5 


^TZ= 


Bars  1 — 12,   PERIOD  I.   (ending  with  Perfect  Cadence  in  the  Relative  Major,  Eb,  double  bar  and 
repeat). 

Bars  12—28,  PERIOD  II.  (starting  in  the  Relative  Major,  passing  through  related  keys,  and  ending  in 
the  Tonic). 


REMARKS. 
This  Prelude  is  simple  in  construction,  and  is  divided  into  two  nearly  equal  halves  by  the  double  bar. 

In  the  first  half,  the  two  figures  which  appear  in  bar  1  are  mostly  employed.  The  figure  in  semiquavers 
Bar  1,  upper  part)  gains  in  force  by  the  use  of  the  dissonant  passing  note  which  appears  as  the  third  in  the 
group  of  four. 

At  bar  2  the  figures  employed  in  bar  1  change  places. 

At  bar  7  (4)  a  new  figure  is  momentarily  introduced  in  the  Treble. 

Period  II.  starts  in  the  Relative  Major  using  a  free  version  of  the  upper  figure  of  bar  1. 

At  bar  14  a  new  ornamental  figure  is  placed  in  the  upper  part,  the  lower  part  meantime  being  a  free 
version  of  the  upper  part  of  the  previous  bar,  taken  in  contrary  motion. 

Sequential  work  is  prominent  throughout  this  Prelude. 
Bars  6,  7  are  in  a  descending  Sequence  with  bar  5. 

Bars  15,  16  are  in  Sequence  with  bars  13,  14,  the  upper  part  being  transposed  a  5th  lower,  and  the 
lower  part  a  4th  higher. 

Bar  20  is  in  a  descending  Sequence  with  bar  19. 
Bars  24,  25  are  in  a  descending  Sequence  with  bar  28. 
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Con  spirito.  •  =  120. 

1 
Th 


PRELUDE  XXVI. 

(IN  TWO  PARTS.) 

C  MINOR. 
SHOWING  THE  STRUCTURE. 

3 


imitation  of  Bass  (bar  1)  | 


1 


^ 


-f— 

From    here    it     gently    moves    away,     and    by    sequential 


PERIOD  I.     C  Minor,  establishing  the  key. 


W 


± 


T*.- 


6      H6J  ,666  66 
__ 1         ImitationofTreble  I        5 

[bar  1), 
) 


TA.- 


10 


I  Imitation 


*""     ^         Here     it     places     the     opening 
work         makes         distinctly        for         its         Relative         Major        (Ep),         and         closes;          Theme  in  the  Relative  Major. 


i^^ 


i  *i 


6  6 


6       7 


13 


Th. 


6         6         i   \Imitation 


J 


tr 


14 


15 


Lands  in  the 
Relative  Major. 


PERIOD  II.  El?  Major.       Passing        through        C         Minor,        then        to 


«/  Tr«4/<  (iars  9  and  10). 


6     ti    7  Descending 
5     4         Arpeggio 
of  Tonic 
chord. 


17 


667 


Major,      F        Minor        and        works        on  in        that        key        for        some        time 


•  ._  f.  at  !?i 


3* f~7 


7  f66676tt65 


6  5 


22 


23 


24 


25 


26 


6      6  —  6  5 

4 

2 

27 


1       6.?     - 


28 


PPS 


£ 


r 

it   steps  home  gradually   and   clenches  the  Tonic. 


Working  here  by  Sequence, 


S 


-E*- 


797         b7- 


S251. 


<  89  ) 


7^65     666  7  Ascending 
JJ4        4  jj  Arpeggio 
2  of  Tonic 

chord. 


FUGUE  XXVI.  (C  MINOR) 


IN  FOUR  PARTS. 


Moderate.  0  =  69. 


m 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Alto   ........................... 

Tonal  Answer  in  Treble.      No  Counter-subject       ............ 

Codetta,  modulating  from  G  minor  to  C  minor. 

Subject  in  Tenor  ...         ...         ...         ...         ...         ...         ...         ... 

Codetta,  modulating  from  C  minor,  through  G  minor,  F  minor,  and  back 

again  to  C  minor. 
Answer  in  Bass  ........................... 

Subject  in  Treble  ........................ 

Answer  in  Alto    ........................... 


KEYS. 

C  minor 
G  minor 

C  minor 


C  minor 
C  minor 
C  minor 


MODULATORY    SECTION. 


H<-3>     12(3) 

Subject  in  Bass  ...         ...         ...         ...         ...         ...         ...         ... 

F  minor 

14<-«>     15<*> 

Subject  in  Treble           

C  minor 

14(2)      1fi(«) 

Stretto  I.,  Subject  in  Alto  in  Augmentation... 

C  minor 

15(2)        1  fi  (K) 

Answer  in  Tenor  by  Free  Inversion    ... 

C  minor 

1  fi  (-«)    1  7  (»> 

Answer  in  Alto    ...... 

G  minor 

16(-3)    17(8) 

Subject  in  Treble 

G  minor 

17<-M>  is<*> 

Subject  in  Tenor 

C  minor 

17<-3)      1ft(3) 

Answer  in  Treble 

At?  major 

19(2)      91(i) 

Subject  in  Bass  in  Augmentation 

C  minor 

19<3)      20<1> 

Subject  in  Treble  by  Inversion 

C  minor 

21  (-H)    22  (M) 

Answer  in  Bass  by  Inversion   ... 

C  minor 

22<-«>    23  <H) 

Subject  in  Bass  .. 

C  minor 

RECAPITULATORY  SECTION. 


Stretto  II.,  Subject  in  Alto      ... 

Answer  in  Treble 

Subject  in  Treble  .  ...... 

Subject  in  Tenor 

Answer  in  Bass  by  Free  Inversion 

Coda. 


C  minor 
C  minor 
F  minor 
F  minor 
C  minor 
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SUMMARY. 

Exposition  :     Bars  1 8. 

Codettas :     Two. 

Counter-exposition  :     8 11  (incomplete). 

Counter-subject :     None. 
Stretti :     Two  (both  incomplete). 


(90) 


FUGUE  XXVI. 


REMARKS. 

This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

The  device  of  Augmentation  of  the  Subject  is  used  on  two  occasions,  while  that  of  Inversion  of  the 
Subject  and  Answer  is  used  four  times.  The  earliest  example  of  Augmentation  occurs  in  bar  14,  and  of 
Inversion  in  bar  15. 

Stretto  I.  commences  with  the  Treble,  bar  14  W4',  and  is  immediately  followed  by  the  Alto  in  Augmen- 
tation an  octave  below  at  the  distance  of  a  quaver  only.  After  the  fourth  note  of  the  Alto  Subject  the 
Tenor  enters  with  the  Answer  by  Free  Inversion  (bar  15(~^>).  The  last  half  of  this  Stretto  appears  at 
bars  16 ("**>  20.  At  bar  19  the  Bass  reproduces  the  Alto  of  bar  14 — i.e.,  in  Augmentation,  the  Treble 
using  the  Subject  by  Inversion  at  the  same  time. 

Stretto  II.  commences  with  the  Alto  (bar  23<3~^>)  followed  by  the  Treble  at  the  distance  of  a  crotchet, 
At  bar  26  the  Bass  in  Stretto  with  the  Tenor  uses  the  Subject  by  Free  Inversion. 
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PRELUDE   XXVII. 


SUMMARY. 

This  Prelude  is  built  upon  the  following  characteristic  figure,  which  is  used  twice  in  every  bar,  until 
the  Fugato  (|). 


Bars  1 — 60),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant). 
Bars  6 — 20  (*),  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  C#). 

Bars  20 — 25,  SHORT  MODULATORY  PASSAGE  fending;  with  a  Perfect  Cadence  on  the  Dominant,  Gft), 
leading  to  the  Fugato  (§). 

Bars  25 — 50,  FUGATO  (g)  in  three  parts,  on  the  following  subject :— 


#*¥*=T"3 

W-;  

1  

ir-             *  J-*  * 

""- 

«  •  ' 

*  

REMARKS. 

Period  II.  is  capable  of  subdivision  at  bar  13  (s),  where  there  is  a  Perfect  Cadence  in  the  key  of  the 
Subdominant. 

The  Short  Fugato,  which  is  written  with  a  certain  amount  of  freedom,  contains  two  great  centres  to 
rest  the  mind  upon  momentarily,  and  to  settle  firmly  the  harmonic  basis ;  (1)  at  bar  34  (*),  where  there  is  a 
Perfect  Cadence  in  the  Tonic  (CJf),  and  (2)  at  bar  41  (1),  where  there  is  a  Perfect  Cadence  in  the 
Dominant  (G£). 

This  Prelude  affords  another  notable  example  of  the  practice  very  much  in  vogue  in  the  days  of  Bach 
and  Handel,  of  Preludizing  by  the  employment  of  a  carefully  selected  series  of  chords  forming  a  substratum 
for  ornamental  work  containing  beautiful  and  varied  forms  to  be  planted  upon.  (See  Preludes  I.,  III.,  V., 
and  VI.,  Book  1).  In  the  present  instance  the  ornamental  arpeggio  work  is  not  carried  through  to  the  very 
end  of  the  movement,  but  a  short  Fugato  in  a  different  tempo  (jj)  is  added,  taking  the  place  of  a  Coda,  and 
with  this  the  movement  winds  up.  Thus  an  additional  element  very  happy  in  the  interests  of  variety  is 
secured,  and  the  beauty  of  the  whole  greatly  enhanced. 


Moderate.  4=  80. 


PRELUDE  XXVII. 

Cfl  MAJOR. 
SHOWING  THE  STRUCTURE. 

j    3       | .    4       i i    5 
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and  works  its  way  homeward  to  the  Tonic  in  bar  20  f1)  by  a)   f  Starting  here  from  C$  Major,  it  moves  onward  to  its  Dominant  Major 

(Of),  and  lands  there  by  a  Perfect  Cadence 
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inbar2ij(1).            From  here  it  points  to  the  Tonic  key,        and      momentarily      lands      there      by      a      Perfect     Cadence 
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moment,    and   passing   gently 
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IN   THREE   PARTS. 
Malta  moderate.  0  —  66. 
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ANALYSIS. 

ENUNCIATION  SECTION. 

1  (-3) 

Answer  in  Treble       No  Counter-subject       ...         ...         ... 

2<-H> 

2<3> 

Subject  in  Alto  by  Inversion    ...         ...         ...         ... 

4 

4(-J4) 

4(3) 

Subject  in  Treble 

4<-3) 
KHfl 

_5 

5(3) 

5(D 

Q 

Answer  in  Alto  by  Diminution 

fi 

6(2) 

Subject  in  Bass  by  Diminution  and  Inversion          ...         ...         ... 

fi 

7 

Codetta,  modulating  from  AJf  minor  to  Gfl  major. 

7(8) 

7  (3) 

g 

Answer  in  Alto    ... 

gWfl 

g(8) 

9<ilL 
q<-3» 

Subject  in  Alto  by  Inversion 

q(-<) 

10(2) 

io'-4) 

11  (2> 

Stretto  II     Subject  in  Bass  by  Inversion       .           ... 

11  (-D 

11(3) 

Subject  in  Treble  by  Inversion 
Answer  in  Alto 

11  <-2> 

11<4> 

11  (-3) 

12 

12 

MODULATORY    SECTION. 

Episode  I.,  modulating  from  FJf  through  AJf  to  E$  major. 
Stretto  III     Subject  in  Bass 

14<-3) 

15 

14(-4) 

15(3) 

15<-s) 

16 

16 

17 

Codetta,  modulating  from  Gft  to  CJf. 

17(-u 

18<ii_ 

.19 

19(4) 

20 

20 

24 

Episode  II.,  modulating  from  FJf  through  CJf,  and  back  to  F#. 
Answer  in  Bass 

24<-J> 

24<3> 

25<3> 

Stretto  IV    Subject  in  Treble  by  Inversion  ... 

25(2> 

251-8) 

26  <«' 

Answer  in  Bass                                      ...         ...         ...         ...         ... 

26 

27 

Codetta. 

28 

Sftl-D 

28<3> 

2ft'-3> 

_29 

Answer  in  Alto  (varied)                                                  ...          ...          ...          ... 

3Q'-2'    30'*' 
80(-4)    31<2> 

RECAPITULATORY  SECTION. 

81  (-3) 

32  
33 

_33(3)     Florid  passages  in  five  parts. 
.  85          Coda                     .             ...             
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FUGUE  XXVII. 


Exposition  :     Bars  1 7. 

Counter-exposition :     Bars  7_ 
Counter-subject :     None. 
Episodes :     Two. 


SUMMARY. 


.12. 


Stretti :     Four. 
Codettas :     Four. 

Dominant  Pedal :     Bars  28 80, 

Tonic  Pedal  and  Coda :     Bars  33il> 35. 


REMARKS. 

This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  third  note  to  the  fourth. 

The  Subject  of  this  Fugue  is  the  shortest  in  the  whole  work  and  consists  of  four  quavers  only.  At  a 
first  glance  it  might  be  thought  to  consist  of  thirteen  notes,  but  it  is  almost  immediately  obvious  that  only 
the  first  four  are  employed,  as  a  rule,  for  future  treatment. 

The  device  of  Inversion  is  employed  very  early  in  this  Fugue  (bar  21"1',  Alto  part). 

Diminution  is  used  as  early  as  bar  5,  and  Augmentation  is  used  on  two  occasions  (bars  25  and  27). 

In  the  Stretti,  Inversion  is  always  present,  and  in  the  last  (No.  IV.)  Augmentation  also. 

There  is  no  Stretti  in  bars  4 6,  because  in  every  case  the  Answer  enters  after  the  conclusion  of 

the  Subject. 

Episode  I.  (bar  12)  contains  in  the  Bass  part  reminiscences  of  the  Subject  by  Inversion;  the  two 
upper  parts  are  formed  from  new  figures  working  in  a  descending  sequence. 

Episode  II.  (bar  20)  is  much  the  same  in  construction  as  Episode  I. 
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PRELUDE  XXVIII. 


SUMMARY. 

Bars  1 — 17,  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  key  of  the  Dominant  Minor, 
Bars  17 — 27,  PERIOD  II.  (ending  with  Perfect  Cadence  in  the  key  of  the  Relative  Major,  E). 
Bars  27 — 38,  PERIOD  III.  (ending  with  Perfect  Cadence  in  the  key  of  the  Subdominant  Minor.  FjJ). 
Bars  33—39,  PERIOD  IV.  (ending  with  Perfect  Cadence  in  the  key  of  the  Tonic  Minor,  CJf). 
Bars  39 — 62,  PERIOD  V.  (ending  with  Perfect  Cadence  in  the  key  of  the  Tonic  Minor. 


REMARKS. 

The  figures  in  each  of  the  three  parts  are  contrasted  with  each  other. 

At  bar  7  (6)— 11,  the  Alto  strictly  imitates  the  Treble  (bars  1  (6)— 5)  in  the  Octave  below. 

At  bar  27  (*)  a  figure  (Th.  II.)  founded  on  the  Bass  of  bars  1  and  2  is  brought  into  prominence  fay  the 
Treble  in  the  Relative  Major,  imitated  by  the  Alto  in  bar  28,  and  by  the  Bass  in  bar  29.  This  constitutes 
a  new  exposition  of  an  idea  when  the  piece  arrives  at  the  Relative  Major. 

At  bars  33—37  Theme  I.  appears  in  full  in  the  Alto  in  the  key  of  Subdominant  Minor,  the  Bass  being 
also  a  strict  transposition  into  this  key  of  bars  1 — 5. 

PERIOD  V.  (bar  39)  starts  with  Theme  I.  in  the  Treble  in  the  original  key  as  at  the  commencement,  but 
with  more  vivacious  surroundings. 

At  bars  43  (4)— 47(7)  occurs  a  figure  in  the  Bass  (derived  from  bars  2  and  3)  which  is  used  in  a 
descending  Sequence,  accompanied  by  the  two  upper  parts  in  florid  counterpoint. 

At  bar  50  Theme  II.  appears  with  a  prefix  of  three  semiquavers,  answered  in  bar  51  by  the  Alto,  and  in 
bar  52  by  a  free  version  in  the  Bass. 

PERIOD  I.  is  capable  of  subdivison  at  bar  5(1),  where  it  rests  for  the  moment  upon  the  Dominant 
as  a  centre. 

PERIOD  V.  also  divides  at  bar  43  (J)  for  the  same  reason. 
Tne  other  Periods  are  not  capable  of  subdivision. 
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(IN  THREE  PARTS.) 

CJf  MINOR. 
SHOWING  THE  STRUCTURE. 
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PERIOD  I.     Cf  Minor. 


From    here    it    gradually    works    to    its    Dominant 
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Major    (G|),      then      returns      gently     back    to    the     original     key.        fh. 
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Here     it     furnishes     a     varied     treatment 
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PERIOD  II.       From      here      it      works     very      gently     on,      and      momentarily      touches      C;J      Major, 
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28 


then          B         Major,  and          easily          works          to          its          own          Relative  (E)  to 
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contrast. 
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Starting    here    with    new 

material  to  work  upon,        it   moves    by    Imitative  work  through  its  Subdominant 
PERIOD  III.  Minor  (Ft), 

. ..     ...          -*S*-H"g '  -  •'"  •* 

i m f  *  m— 1   Tli 


m 


/i.  //.- 


30 


I 
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PERIOD  IV.          From  here 
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FUGUE  XXVIII.    (Ctf  MINOR), 

IN   THREE  PARTS. 
Allegro  vivace.  4  =  120. 

(ffjIA  i  % 


Bars 


1 

2<3> 

2<s> 

3<i> 

4 

5 

5 

6<s> 

6<4> 

16 

16 

17(8) 

17(3) 

19'1' 

ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Bass ...         

Real  Answer  in  Treble.     No  Counter-subject 

Codetta  from  G$  minor  to  Cjf  minor. 

Subject  in  Alto    ... 

Episode  I.,  modulating  through  E  major  back  to  CJf  minor. 

Subject  in  Treble  

Answer  in  Alto    ... 


20 

210) 

22 

23 

24 

25(3> 

26 

27(3) 

2ft 

29<3> 

29<3) 

30 

80 

31(3) 

ai(s> 

48 

48 

49<3> 

49 

53 

53 

54<3> 

55  

56<3> 

_56<3> 
61 

fi1 

62<3> 

62<3> 

66 

66 

fi7'3) 
69 


MODULATORY    SECTION. 

Subject  in  Bass 

Codetta  from  E  to  B  major. 
Subject  in  Treble  by  Inversion 

Answer  in  Alto  by  Inversion    ...         ...         ...         

Subject  in  Bass  by  Inversion   ... 
Codetta  from  Cjf  minor  to  Fjf  major. 

Subject  in  Alto    ...         ...         ...         

Episode  II.,  modulating  from  Cjf  minor,  through  GJf  minor,  Fjf  minor, 
B  major,  Fjf  minor,  and  back  to  Cjf  minor. 

Subject  in  Treble  

Episode  III.,  modulating  from  Cjf  minor  to  A  major. 

Subject  in  Alto  by  Inversion  (slightly  altered  as  to  skips)  ... 

Subject  in  Bass  ... 

Episode  IV.,  touching  GJf  minor  and  back  to  Cjf. 

Answer  in  Alto. 

Episode  V.,  modulating  from  Cjf  to  E  major  and  back  to  Cjf. 

RECAPITULATORY  SECTION. 

Subject  in  Alto ...         ...         ...         ...         

Answer  in  Bass  (slightly  altered  in  several  places) 

Coda. 

SUMMARY. 


Exposition  :     Bars  1 6  < 3 ' 

Counter-exposition:  (Incomplete)  16_ 
Counter-subject :     None. 
Codettas :     Three. 
Stretti :     None. 


.19. 


Episodes :     Five. 

(1)  Dominant  Pedal :     59_ 

(2)  Dominant  Pedal :     66. 
Coda:     69 71. 


60. 

-67. 


KEYS. 

Off  minor 
Gr£  minor 

C$  minor 

Cjf  minor 
GJf  minor 

E  major 

B  major 
Cjf  minor 
Cjf  minor 

C#  minor 

Cjf  minor 

A  major 
C£  minor 


Cjf  minor 
GJf  major 


REMARKS. 

This  Fugue  has  a  "  real  "  Answer,  and  would  consequently  be  called  a  "  real  "  Fugue. 

The  Subject  and  Answer  are  used  by  Inversion  in  the  course  of  the  Fugue,  the  earliest  example  being 
in  the  Treble  of  bar  24.  Free  Inversion  is  employed — i.e.,  the  position  of  the  tones  and  semitones  is  not 
strictly  followed  in  the  inverted  forms. 

The  ground  covered  by  the  five  Episodes — not  to  mention  the  Codettas — is  rather  more  than  half  the 
entire  Fugue. 

Episode  I.  (bar  6),  which  stands  between  the  Exposition  and  the  Counter-exposition,  is  formed  upon 
fragments  of  the  latter  part  of  the  Subject,  which  are  pretty  equally  distributed  between  the  three  parts. 

Episode  II.  (bar  31),  up  to  bar  35,  is  formed  upon  the  same  material  as  Episode  I.  At  this  bar  a  new 
Theme  appears  in  the  Treble,  the  two  under-parts  containing  fragments  of  the  Subject. 

Episodes  III.  and  IV.  (bars  49  and  56)  are  built  upon  the  same  material  as  Episode  I. 

Episode  V.  (bar  62)  has  in  its  early  part  a  detached  figure  derived  from  the  Subject  in  the  Bass,  the 
two  upper  parts  being  formed  upon  reminiscences  of  the  Subject. 
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SUMMARY. 

Bars  1—16,  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  key  of  the  Dominant,  A). 

Bars  13—16,  CODA  (confirming  the  key  of  the  Dominant,  double  bar). 

Bars  17 — 88  (1),  PERIOD  II.  (ending  with  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  B). 

Bars  33 — 40,  PERIOD  III.  (ending  with  Half  Cadence  on  the  Dominant,  A). 

Bars  40  (7) — 41  (J),  Descending  scale  passage  landing  on  the  Tonic,  D. 

Bars  41 — 56,  PERIOD  IV.  (starting  with  Recapitulation  of  the  Opening  Theme). 

Bars  53  (l) — 56,  CODA  (formed  from  the  same  material  as  the  Coda  in  the  first  part  of  the  movement, 
but  grafted  here  into  the  key  of  the  Tonic  and  serving  to  clench  the  key). 


Bars  10,  11  (9),  Dominant  Pedal  (key  of  A). 

Bars  80,  31  (9),  Dominant  Pedal  (key  of  B  minor). 

Bars  50,  51  (9),  Dominant  Pedal  (key  of  D). 


REMARKS. 

Bars  3  (2)  and  4  (with  the  exception  of  an  interchange  of  position  of  the  two  upper  parts  in  bar  4)  are 
a  reproduction  of  bars  1 — 3  (l)  an  octave  lower,  serving  to  establish  the  key  firmly. 

At  bar  8  (2)  the  first  notes  of  the  Theme  are  tossed  about  in  the  Treble  by  similar  and  contrary  motion, 
repeated  in  the  Tenor  an  octave  lower  in  the  following  bar.  (Compare  bars  48,  49.) 

Bars  13 — 15  are  in  a  descending  Sequence. 

At  the  commencement  of  the  Second  part  of  the  Prelude  (bar  17),  the  Theme  appears  Inverted  in  the 
Treble  in  the  key  of  the  Dominant,  to  which  the  Bass  replies  (bar  19)  at  the  octave  below. 

Bars  30 — 33  (J)  are  a  transposed  version  by  contrary  motion  of  bars  10 — 13  (J)  into  the  key  of  the 
Relative  Minor  (B). 

Bars  48,  49,  and  bars  50,  51  are  transpositions  into  the  Tonic  key  of  bars  8,  9,  and  10,  11 
respectively. 

Period  I.  is  capable  of  two  subdivisions  : — (1),  at  bar  5  (*),  where  there  is  a  Perfect  Cadence  in  the 
Tonic,  and  (2),  at  bar  13,  where  there  is  a  Perfect  Cadence  in  the  Dominant. 

Periods  II.  and  III.  are  not  capable  of  subdivision. 

Period  IV.  is  capable  of  two  subdivisions  :—(!),  at  bar  45,  where  there  is  a  Perfect  Cadence  to  the  key 
of  the  Subdominant  (G),  and  (2),  at  bar  53,  where  the  Coda  is  reached. 

Throughout  the  movement  there  are  numerous  reminiscences  of  the  first  limb  of  the  Theme,  used  both 
by  similar  and  by  contrary  motion.  The  Theme  itself  is  often  found  with  a  prefix  of  a  few  notes  anticipating 
its  own  figure,  as  in  the  Bass  of  bars  7,  23  and  46,  where  they  are  also  taken  by  contrary  motion.  Often 

8261.  (  101  ) 


PRELUDE   XXIX. 

also  with  a  suffix,  as  in  bars  8,  24,  48  ;  in  this  case  the  second  .limb  of  the  Theme  (corresponding  to  bar  2) 
gives  place  to  the  continuation  of  the  quaver  figure. 

This  movement  has  the  appearance  of  being  originally  composed  for  two  Trumpets  and  Strings. 

In  "  form  and  mould  "  it  is  thoroughly  of  the  Sonata  type  of  the  period,  but  it  contains  indications  of 
an  endeavour  to  break  through  that  limited  form  into  something  more  ample  and  adequate.  The  material 
proposed  at  the  latter  part  of  bar  5  (upper  part)  in  the  complementary  key — the  Dominant— and  the 
emphasis  laid  upon  this  key  at  this  special  point,  may,  without  much  stretch  be  regarded  as  supplying  the 
place  of  a  Second  Subject ;  moreover,  this  material  is  tranposed  into  the  key  of  the  Tonic  in  the  Recapitu- 
latory Section  of  the  movement.  The  material  following  the  double  bar  commences  with  a  quotation  of  the 
Opening  transposed  into  the  Dominant,  and  the  various  keys  touched  upon  in  this  section,  make  it 
prophetic  of  the  "  Development "  or  "  Free  Fantasia  "  section  of  the  Modern  Sonata.  Again,  it  has  a  clear 
and  definite  Recapitulation,  and  the  Coda  of  the  first  part  of  the  movement  is  shifted  into  the  Tonic  key  in 
the  second  part. 


Th.- 


Allegro,  j  •  -  94  1 
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(IN  THREE  PARTS.) 

D  MAJOR. 

SHOWING  THE  STRUCTURE. 


r~  /  v  v?£U 

• »    ,    »  — f—f    •     -o- 


Frag,  of  Th. 
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Dominant  Pedal  (key  A  Major).- 
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B  Minor,  and  by  gently  curving  round,  works 
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begins         to         point         to         a         landing 


TA.  partly  in  contrary  motion. 


.  7.  i;i  original  position. 

Minor  (B),  with 


I      i  3f  rf 


?3P   ^B 


4 Tt 

Dominant  Pedal  key  "Q  Minor. 


. ..  .. 


35 


36 


?  arriving  there 
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PRELUDE  XXIX. 
42  „,.  43 


41 


Th.- 


44 


PERIOD  IV. 

pTA.  tn  M«  original  key. 


J 


Here  it  uses  a  Recapitulation  of  the  opening  bars, 


touching        G   Major,          then        working        on 


48 


Tit.  Inv. 


Frag,  of  Tli. 


Dominant  Fed.  of  original  key.- 


CODA,          curving          momentarily          to 


B  Minor,    then  easily   touching   G  Major,  it        here        firmly        stamps        in        the          Original          key. 
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FUGUE  XXIX.  (D  MAJOR). 


IN  FOUR  PARTS. 

I 

Andante  con  moto.  4  =  84. 

rn 


ANALYSIS. 


Bars 


ENUNCIATION  SECTION. 

KEYS. 

D 
A 

D 
A 

E  minor 
B  minor 

D 
D 

B  minor 
B  minor 
B  minor 

FJf  minor 

D  major 
D  major 

G 
G 
G 

D 

A 
A 

A 
D 
D 
D 
D 

2  (-3) 

Real  Answer  in  Alto.      No  Counter-subject 
Codetta. 

4 

5 

6(8) 

ft 

7(3) 

7  (-3) 

10 

11(8) 

13 
14 

21 

23(8) 
24 
25 
27<3' 
29 

28(3> 
33 
34(3) 

34(0 
35 
40 

41(3) 

43 

44(3) 

44(3) 

46 

46«) 
50 

MODULATORY  SECTION. 

Episode  I.,  modulating  from  A,  through  D,  and  back  to  A. 

10<-i> 

Answer  in  Treble 

13 

Codetta,  modulating  from  B  minor  to  A  major. 
Stretto  II.,  Answer  in  Alto 

14<-D 

16~ 

Subject  in  Treble 

Episode  II.,  modulating  from  D  major  to  A 
bar  20. 
Subject  in  Tenor 

and  closing  in  that  key  in 

22<-i) 

Stretto  III.,  Answer  in  Treble... 

22<-3> 

Subject  (altered)  in  Alto 

24 

Codetta,  modulating  to  FJf  minor. 
Answer  in  Bass,  and  close  in  Fjff  minor 

25  '-1' 

Answer  in  Bass,  followed  at  the  distance  of  one  beat  by  Answer  in  Treble. 
Stretto  IV  

28*-1' 

Fragment  of  Answer  in  Alto 

29 

Episode  III.,  modulating  from  D  to  G. 
Subject  in  Tenor.     Stretto  V. 

33<-H_ 

33  1-2' 

Subject  in  Alto    ... 

33<-3> 

Subject  in  Treble 

35 

Episode  IV.,  modulating  from  G  to  D. 

40  (-D 

42 

Codetta. 
Answer  (altered)  in  Bass 

43<-D 

44  (-D 

Answer  (early  fragment)  in  Tenor 

44(-3) 

RECAPITULATORY  SECTION 
Answer  in  Treble.     Stretto  VI.           

- 

44  (-4) 

Subject  in  Alto    ... 

45  (-D 

Subject  in  Tenor 

45  (-2) 

Subject  in  Bass  ... 

47(3) 

Coda 

Exposition  :     Bars  1 7. 

Counter-exposition :     None. 
Counter-subject :     None. 
Codettas :     Four. 


SUMMARY. 


Stretti :     Six. 
Episodes:     Four: 
Coda:     Bars  47il2_50. 


89H. 
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FUGUE  XXIX. 


REMARKS. 

'1  his  Fugue  has  a  "  real "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

All  the  Episodes  are  constructed  upon  the  last  four  notes  of  the  Subject.  Of  such  importance  is  this 
short  melodic  figure  that  on  one  occasion  or  another  it  is  used  exactly  one  hundred  times  throughout  the 
Fugue. 

Stretto  I.  is  between  the  Treble  and  Bass  at  one  bar's  distance. 

Stretti  II.  and  III.  are  between  the  Alto  and  Treble  at  half-a-bar's  distance. 

Strettc  IV.  is  between  the  Bass,  Treble,  and  Alto,  at  the  distance  of  a  crotchet,  the  Tenor  being  silent 

Stretto  V.  is  between  the  three  upper  parts  at  the  distance  of  a  crotchet.     The  Bass  is  complementary. 

Stretto  VI.  is  between  all  the  parts,  starting  with  the  Treble  downwards,  the  parts  being  at  the  distance 
of  a  crotchet  from  each  other. 

This  short  Fugue — containing  only  fifty  bars  in  all — is  an  extraordinary  example  of  conciseness 
throughout.  In  its  treatment  of  the  important  device  of  Stretto  it  is  entitled  to  the  chief  place  of  honour 
in  this  collection. 
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PRELUDE  XXX. 


SUMMARY. 
This  Prelude  is  built  upon  the  following  figure  : — 


C^-SL        «  jg^       -      .._     1 

r^    "  ' 

* 

—  a 

—  _— 

« 

_ 

-'J'-JJJ^rj^ 
1  1 

\  :  —  ±t  )  • 

—  '  F  —  I  —  m  — 
—  v  — 

Tonic  Fed.. 


Bars  1—26  (1),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Minor,  A). 
Bars  27—61,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  D). 
Bars  57—61,  CODA  and  Toxic  PEDAL. 


Barsl— 3(8),  Tonic  Pedal. 

Bars  6—8  ('),  Tonic  Pedal. 

Bars  26— 29  (1),  Dominant  Pedal. 

Bars  43(2)— 46  (2),  Dominant  Pedal. 


REMARKS. 

This  Prelude  divides  into  two  nearly  equal  halves,  the  first  half  ending  in  the  Dominant  Minor  (A;,  and 
the  second  half  ending  in  the  Tonic  (bar  57),  the  five  concluding  bars  being  a  short  Coda,  serving  to  clench 
the  Tonic  key. 

Bars  5—8  are  a  reproduction  of  bars  1 — 4,  the  parts  being  Inverted  with  regard  to  each  other,  the 
Tonic  Pedal  upon  which  these  bars  are  built  effectually  establishing  the  key. 

At  bar  13  (~l),  a  new  contrasted  figure  is  introduced  in  the  Bass,  which  is  freely  imitated  in  the  two 
parts  alternately  every  bar,  up  to  bar  18  (*).  This  figure  is  not  employed  in  the  second  part  of  the 
movement. 

At  bar  26,  the  opening  bars,  Inverted  as  to  the  two  parts,  are  transposed  into  the  Dominant  Minor  (A), 
the  same  reproduction  being  observable  (by  Inversion)  as  in  the  opening  of  the  movement. 


PRELUDE  XXX. 

(IN  TWO  PARTS.} 

D  MINOR. 

SHOWING  THE  STRUCTURE. 
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PERIOD  I. 
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I)      Minor, 
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establishing     th 
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Here   the   Tonic   key  is  further  confirmed. 
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r'        i   9 

/  ~~&  ^*~ 

10  . 

i  —  '  —  u»-^ 

11                  12          ^       15  1                          " 

"^                   <K                               V     '     IK              ^ 

•*-    P^        15            N    ™-»-  ri 
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<if                    #  *     o>        i          |         -»-•»-  -e>-                                                                                                 1                                            | 
From  here  it  moves  away  to  F  Major,  then  to  B[7    Major,   curving  round  again   to   D   Minor,                                               and 

,_                                                                   on                   9i                     22                   23                   24                    25 
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remains      along     here 
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in      the      Tonic      region.                                         From  here  it  decidedly  points  to  a  landing  in  its  Dominan 

ij.                                                                                                                                                -O-    -O-    -f- 
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29 
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PERIOD  II.                                                                                                                                                                             Descending*  Seal 
Minor  (A).     Here  it  makes  use  of  the   opening  material  placed  in  the  key  of  the  Dominant   Minor   (A).                    of  A  Minor 

(gr-!6"*  f-       E=E|       -*-*?  £'  t-  r    r    '-^  —  ?-fc-^  —  •—  j-Jfr-fr    .    ^    •-* 

35       i 

1  

36 
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1      f     j^J            |        |      j9      !                40 

-n       41  -t-  r  42  J   i  J^J" 

moves  away  touching  G  Minor,  and  curving  round  to  D  Minor. 

-r  fe,*-  -P-  -g-     P       -*-  f--  f-*tlr»  . 

From  here  to  the  end  it  remains 
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2242 
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FUGUE  XXX.  (D  MINOR). 

i 

Allegro  vivace.  4—\ 


IN   THREE  PARTS. 


ANALYSIS. 

ENUNCIATION  SECTION. 


Bars    1 
H       8 

'/       5 
6 


3«« 

5  <«' 


_  6 


Subject  in  Alto 

Real  Answer  in  Treble,  with  Counter-subject  in  Alto 
Codetta,  modulating  from  A  minor  to  D  minor. 
Subject  in  Bass  ...         


n 

n 
tt 
n 
it 
n 
n 
it 
tt 
n 
tt 
tt 

8  10 
10          10<8> 

10112 

12  <H' 

12 

14 

14 

15<2' 

14(2) 

16 

16 

17 

17 

18(2) 

171!) 

18<2' 

18<3> 

19(2) 

18112 

19(2) 

1912L. 

_25 

25_ 


_25<3> 


25l*_> 

25li> 27 

26 27 


MODULATORY    SECTION. 

Episode  I.,  modulating  from  D  minor,  through  F  major,  and  back  to 

D  minor. 

Subject  in  Bass  (first  portion  only).     Counter-subject  absent 
Subject  in  Treble  (incomplete).     Counter-subject  absent   ... 
Episode  II.,  modulating  from  F  major  to  D  minor. 

Subject  in  Alto.     Counter-subject  absent      ....         

Stretto  I.,  Answer  in  Treble.     Counter-subject  in  Bass     ... 

Codetta,  modulating  from  A  minor  to  D  minor. 

Answer  in  Alto  by  Inversion.     Counter-subject  absent 

Stretto  II.,  Subject  in  Bass  by  Inversion.     Counter-subject  absent 

Subject  in  Bass  (fragment).     Counter-subject  absent 

Stretto  III.,  Subject  in  Treble.     Counter-subject  absent   ... 

Episode  III.,  modulating  from  G  minor,  through  B?  major  to  D  minor. 

RECAPITULATORY  SECTION. 

Subject  (fragment)  in  Alto.     Counter-subject  absent 
Subject  (fragment)  in  Bass  by  Inversion.     Counter-subject  absent 
Stretto  IV.,  Subject  in  Alto,  Subject  in  Treble,  half-a-bar  apart. 
Counter-subject  in  Bass  ...         


KEYS. 

D  minor 
A  minor 

D  minor 


D  minor 
I  D  minor 

D  minor 
A  minor 

D  minor 
G  minor 
G  minor 
G  minor 


D  minor 
D  minor 

D  minor 


SUMMARY. 

Exposition  :     Bars  1 8. 

Counter-exposition :     None. 
Codettas:     Two. 
Episodes :     Three. 
Stretti :     Four. 
Pedal :     None. 

REMARKS. 

This  Fugue  has  a  "real"  Answer,  and  would  be  called  a  "real"  Fugue. 

The  Subject  is  only  twice  used  after  the  Exposition  in  its  complete  form  (bars  14(2)  and  25(8)).  On  all 
other  occasions  it  is  considerably  curtailed. 

The  Counter-subject  entirely  disappears  after  the  Exposition,  except  on  two  occasions  (bars  14  and  26), 
both  times  appearing  in  the  Bass.  Whenever  the  Subject  is  used  in  an  incomplete  form,  the  Counter- 
subject  is  absent,  a  free  complementary  part  supplying  its  place. 

The  first  three  Stretti  are  incomplete — i.e.,  all  the  parts  are  not  employed  in  them.  The  fourth  Stretto 
is  complete  as  far  as  the  several  parts  are  concerned,  though  in  all  but  one  part  the  Subject  is  incomplete. 

Episode  I.  (bar  8).  A  new  figure  is  started  in  the  Bass  in  bar  8,  which  is  freely  imitated  by  the  Treble 
in  the  same  bar  and  by  the  Alto  in  the  next. 

Episode  II.  (bar  12)  is  built  upon  the  same  figure  as  Episode  I. 

Episode  III.  (bar  19)  is  for  two  bars  and  a  half  built  mainly  upon  the  early  part  of  the  Subject  by 
Inversion,  when  at  bar  21 "'  the  Alto  makes  an  initiatory  curve  inclining  to  the  use  of  material  employed  in 
the  previous  Episodes ;  this  suggestion  is  immediately  grasped  by  the  Treble  and  Bass. 
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PRELUDE   XXXI. 


SUMMARY. 

Bars  1 — 4(7)  are  devoted  to  establishing  firmly  the  key  ol  the  Tonic,  and  preparing  for  the  entry  oi 

the  Theme  upon  which  the  Prelude  is  built. 

Bars  4  (8) — 12,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  Bb). 
Bars  12  (8)— 24  (4),  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  C). 
Bars  24  (5)— 50,  PERIOD  III.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Mediant  Minor,  G). 
Bars  50  (5)— 71,  PERIOD  IV.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  Eb). 
Bars  57 — 60,  DOMINANT  PEDAL,  the  two  parts  placed  upon  it  being  in  an  ascending  Sequence. 
Bars  69—71,  CODA,  fully  establishing  the  key  of  the  Tonic. 


REMARKS. 

The  Theme  upon  which  this  Prelude  is  written  is  built  mainly  upon  the  first  three  notes  of  the  figure 
which  appears  in  the  Bass  part  of  the  opening  bar. 

It  begins  at  bar  4  (8)  and  ends  in  the  Tonic  key  at  bar  8(J).  At  bar  12  (8)— 16  (J)  the  Theme  is 
reproduced  in  full  in  the  key  of  the  Dominant,  after  which  it  is  not  again  used  in  its  entirety. 

At  bar  34  a  characteristic  figure  dropping  sevenths  appears  in  the  Bass,  and  is  responded  to  (in  the  key 
of  the  Subdominant)  in  bar  37. 

Bars  39 — 42  are  in  an  ascending  Sequence  with  bars  37,  38,  the  characteristic  drop  being  here 
widened  to  the  interval  of  a  tenth. 

Bars  64 — 66  are  in  a  descending  Sequence  with  bar  63. 


PRELUDE  XXXI. 

(PARTLY  IN  THREE  AND  PARTLY  IN  FOUR  PARTS.} 

Eb  MAJOR. 

SHOWING  THE  STRUCTURE. 

Allegretto  grazioso.  tt  *  —  84. 


Here  the   Theme  is   stated  in 


PERIOD  I.    EJ7    Major,   firmly 
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Dominant      Major     (B[?). 


PERIOD  II.     It       remains         here         in       the       region       of          I     the 
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43 


52 


moves          gradually          away,         touching          F          Minor,          then          E|?          Major,          and          remains          in          this 


i  r     1-1  !-~J  -    — *r-r     i  -^ 


Dominant  Fed 


61  —  62 

J 


63 


64 


65 


66 


. 


Here        by  sequential  work  it  more  and  more         firmly 


67 

| 

68 

-                        / 

r     £J|: 

» 

'  r 

" 
1 

69 

70 

71 
=fl 

&          .4.-     f 

clenches 

1, 

1 

the 

Tonic 

k< 

- 

:> 

' 

CODA. 

~ 

^^J^ 

n 
^-.  —  -  —  ^^j 

f— 

£- 

^L 

^        '            = 

E^E 

—  j-  —  —  ^1 

825J . 
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Maestoso.  G  —  66. 


FUGUE  XXXI.  (E»  MAJOR). 

f-r  r,r  m 


Iff  FOUR  PARTS. 


ANALYSIS. 

ENUNCIATION  SECTION.  KEYS. 

Bars     1 7(1)  Subject  in  Bass Eb 

/        7 13(l)  Answer  in  Tenor.     No  Counter-subject         ...         ...         ...         ...         .. 

-/      1311! 1.4  Codetta,  modulating  to  Eb 

i,      14 20(1)  Subject  in  Alto 

//      201L! 21  Codetta. 

»      21 27(1)  Answer  in  Treble  fib 

MODULATORY  SECTION. 

//  27(2)     30  Episode  I.,  prolonging  the  modulation  to  Bb  major  and  closing  in  that  key  Bt> 

«  30'3'      36'1'  Answer  in  Tenor             E? 

a  31(3)     37(i)  Stretto  I.,  Subject  in  Bass        E!7 

»  37 43(1)  Answer  in  Alto E7 

a  38 44(1)  Stretto  II.,  Subject  in  Treble Eb 

n  44l!i> 53(3)  Episode  II.,  modulating  from  E?  major,  through  C  minor,  and  back  to  Eb  i  E7 

n  S3'3'     59'1'  Subject  (altered)  in  Tenor         1  A> 

RECAPITULATORY  SECTION. 

v      59 65(1>     Answer  in  Treble  B> 

//      60 66(1)     Stretto  III.,  Subject  in  Bass Ei? 

n      65(2)     70          Coda,  with  final  reference  to  a  characteristic  portion  of  Subject  in  the  last 

two  bars  ...         ...         ...         ...  E? 


SUMMARY. 

Exposition  :     Bars  1 27. 

Counter-exposition  complete  :     Bars  30 

Counter-subject :     None. 
Codettas :     Two. 
Episodes  :     Two. 
Stretti :     Three. 
Pedal  :     None. 


.44. 


REMARKS. 

This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

The  length  of  the  Subject  is  noteworthy  ;  it  has  the  effect  of  making  the  Exposition  unusually  long. 
This,  however,  is  obviated  in  the  Counter-exposition  by  taking  the  Subject  and  Answer  in  pairs  in  Stretto. 
By  this  means  it  is  reduced  to  fourteen  bars,  or  little  more  than  half  the  space  occupied  by  the  Exposition. 

Episode  I.  (bar  27)  is  in  four  parts  and  is  built  upon  the  Subject.  It  serves  to  prolong  the  modulation 
to  B  flat  major  (i.e.,  the  Dominant  key). 

Episode  II.  (bar  44)  is  in  three  parts  and  is  built  principally  upon  figures  of  the  Subject,  but  a  new 
quaver  figure,  which  first  appears  in  bar  43,  is  also  added  for  the  sake  of  variety. 

The  keys  of  the  Tonic  and  Dominant  reign  supreme  in  this  Fugue.  In  only  two  instances  does  it  go 
beyond  these  keys :  in  the  second  Episode,  where  it  passes  temporarily  to  C  minor,  and  in  the  Tenor  entry 
in  bar  53,  the  first  note  of  which  would  naturally  be  A,  but  it  is  here  altered  to  B  in  order  to  accommodate 
itself  to  the  harmony  around  it. 


8251. 
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PRELUDE  XXXII. 


SUMMARY. 

Bars  1 — 16,  PERIOD  I.  (starting  at  once  with  Theme  I.,  and  ending  with  a  Perfect  Cadence  in  the  key 
of  the  Dominant  Minor,  AJf). 

Bars  17 — 36,  PERIOD  II.  (starting  by  bracing  together  Themes  I.  and  III.  at  the  double  bar."* 


REMARKS. 

This  Prelude  is  divided  by  the  double  bar  into  two  halves  of  nearly  equal  length,  and  the  device  cf 
Imitation  is  largely  employed  throughout. 

It  is  started  by  the  proposition  at  once  of  Theme  I.,  which  is  mostly  employed  in  the  first  half  of  the 
Prelude,  being  frequently  imitated  at  the  Octave,  at  the  distance  of  one  bar.  Theme  II.  first  appears  at 
bar  2  (~*)  in  the  Treble,  and  is  imitated  by  the  Bass  at  the  fifth  below  at  bars  3  (~2)—  5  (2).  This  Theme 
also  appears  in  the  second  half  of  the  movement  at  bars  21  (-1)  —  23,  being  here  proposed  by  the  Bass  part 
and  imitated  by  the  Treble  at  the  distance  of  a  fourth. 

Theme  III.  makes  its  first  appearance  at  the  commencement  of  the  second  half  of  the  Prelude  (bar  17), 
where  it  at  once  appears  in  company  with  Theme  I.,  as  it  does  also  on  several  occasions  afterwards  (see- 
bars  19,  32,  33,  34),  where  it  is  sometimes  above  and  sometimes  below  Theme  I. 

The  first  and  third  Themes  are  written  in  sbarp  contrast  with  each  other,  Theme  III.  being  specially 
characteristic. 

Period  I.  is  capable  of  a  momentary  division  at  bar  9,  where  there  is  a  Perfect  Cadence  in  the  key  of  the 
Relative  Major 


Period  II.  momentarily  divides  at  bar  24  with  a  Cadence  in  GJf  Minor,  and  at  bar  28,  where  there  is  a 
Perfect  Cadence  in  the  key  of  the  Tonic  Minor  (DJJ). 

Bars  35  (~s),  36  are  a  transposition  of  bars  15  (~8),  16  into  the  key  of  the  Tonic,  thus  imparting  an- 
unifying  influence  to  the  Prelude. 


82.-1  (  11.1  ) 


,    1 

Allegro  moderate,  m  —  88. 
Th.  I- 


PRELUDE  XXXII. 

(IN  TWO  PARTS.) 

DJ  MINOR. 

SHOWING  THE  STRUCTURE 
2 

3 I 1 


th.  II.- 


PERIOD  I.     D$  Minor,  establishing  the  key 


Here  it  gradually          moves 


( Imitation  an  Octave  lower.) 


.4  41 


Free  Imitation  of  Treble  a  5th 

7 


_ 

away  and  points  to  a  landing  for  contrast  in  the  key  of  its 


lower  at  %  bars'  distance. 


'.          .  ,-r^U.l  EZZZS 


TVi.  /.  (/4|  Minor). 

*      c 


12 


Fragment  of  Th.  I.  .„ 


Fiom  here  it  ,  moves  gently  round  to  its  Dominant  Minor 


and 


Th.I. 


Tof  Th.  I. 1  Fra*-  of  Th.  /.-' 
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PRELUDE  XXXII. 
21 


22 


Th.  II.  Imitation  of  Bass  an  llth  above.- 


23 


Tonic  Minor         (D|), 


Imitation  of  Treble  of  previous  bar. 


33 


34 


FirstpartofTh.il I.— 


again  firmly  clenches 
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FUGUE  XXXII.  (Ds  MINOR), 


IN  FOUR  PARTS. 


Andante.  *~63. 


ANALYSIS. 


ENUNCIATION  SECTION. 

KEYS. 

Bars  1  <-M>      3  '*)  Subject  in  Alto DJf  minor 

„  a (-K)      5 (K)  Real  Answer  in  Tenor,  with  Counter-subject  in  Alto  ...         ...         ..  Ajf  minor 

i,        5 7  Codetta,  modulating  from  AJf  minor  to  DJf  minor. 

»        7_<-H> 9<H)  Subject  in  Bass.     Counter-subject  in  Tenor...         ...  ..,         ...         ...  D$  minor 

„  9  Hi)    lid)  Answer  in  Treble.     Counter-subject  in  Bass            ....  ...         ..          ...  AJf  minor 

MODULATORY    SECTION. 

»      11 15  Episode  I.,  modulating  from  AJf  minor,  through  DJf  major,  to  GJf  minor.     | 

»  15  (-M)    17  Answer  (altered)  in  Bass.     Counter-subject  in  Treble        ...          ...          ...  G£  minor 

„  17  H$)    19 (H)  Subject  (altered)  in  Alto      Counter-subject. absent ...         ...         ...         ...  F;   major 

»  19  (-^>    21  (Mi  Subject  (altered)  in  Tenor.     Fragment  of  Counter-subject  in  Bass         ...  G; !  minor 

„  21  H*>_23 (K)  Subject  in  Treble.     Counter-subject  in  Tenor          ...          ...          ...          ...  D  I  minor 

//      24 24<3>  Stretto  I.,  first  limb  of  Subject  in  Tenor       G;   minor 

„  25.t*y_27(*>  Subject  in  Bass DJf  minor 

"  27'-3'    29'3'  Subject  in  Treble           Cjf  minor 

»  30iiiL_32'1'  Subject  in  Alto FJf  major 

'/      32 34  Subject  (altered)  in  Tenor        GJf  minor 

"      34 40(3)  Episode  II.,  modulating  from  DJf  minor,  through  AJf  minor,  and  back  to 

DJf  minor. 

RECAPITULATORY  SECTION. 
„      40_L£L_42<3>      Subject  in  Bass DJf  minor 

n      421i3J_43(3>      Codetta,  confirming  the  key  of  DJf  minor. 

a      43 <3>     45(8)      Subject  in  Treble,  with  Answer  in  Tenor  simultaneously  by  Inversion    ...      DJf  minor 

•/      451LL_46       |  Coda. 


SUMMARY. 


11. 


Exposition  :     Bars  1_ 
Counter-exposition :     None. 
Codettas :     Two. 


Stretto :     One. 
Episodes :     Two. 
Coda:     Bars  451?'  .  46. 


REMARKS. 

This  Fugue  has  a  "  real "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

The  Counter-subject  is  not  used  regularly  throughout,  its  last  appearance  being  in  bar  21,  after  which 
it  entirely  disappears. 

After  the  Exposition,  the  Subject  is  used  four  times  in  a  materially  altered  form,  and  five  times  in  its 
original  shape.  The  altered  form,  which  first  appears  in  bar  15,  consists  in  exchanging  the  skip  of  a  minor 
third  for  the  original  minor  second,  from  the  third  note  to  the  fourth,  and  thus  continuing  the  melody  at  this 
lower  pitch  to  its  end.  By  this  means  the  above-mentioned  Subject  is  made  to  end  in  GJf  minor  instead  of 
AJf  minor.  At  bars  17,  19,  and  82  much  the  same  kind  of  alteration  takes  place. 

At  bar  40 '^  and  onwards  the  Subject  in  the  Bass  is  homophonically  accompanied,  which  is  unusual 
(compare  Fugue  XVIII.,  bars  8 11). 

At  bar  48  the  Subject  in  the  Treble  and  its  Answer  in  the  Tenor  by  Inversion  are  employed 
simultaneously. 

The  Episodes  are  built  upon  the  Subject.  A  new  figure,  however,  appears  in  Episode  II  at 
bars  38il  _89  together  with  a  passage  from  the  first  Codetta. 

8251  Mi«  \ 


PRELUDE  XXXIII. 


SUMMARY. 

Bars  1 — 8  (3),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  B). 

Bars  9 — 24,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  B). 

Bars  1—3  (2),  Tonic  Pedal. 

Bars  5—7  (2),  Dominant  Pedal. 

Bars  18—21  (*),  Dominant  Pedal. 

Bars  18 — 24,  Coda  (firmly  establishing  the  key  of  the  Dominant,  double  bar). 

Bars  25 — 82,  PERIOD  III.  (ending  with  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  CJ). 

Bars  32 — 54,  PERIOD  IV.  (ending  with  Perfect  Cadence  in  the  key  of  the  Tonic,  E). 

Bars  46—49,  Tonic  Pedal. 

Bars  46 — 54,  Coda  (firmly  clenching  the  key  of  the  Tonic,  E). 

Bars  51—54,  Tonic  Pedal. 


REMARKS. 

This  Prelude  has  two  main  divisions  separated  by  the  double  bar. 

Bars  5 — 8  are  a  reproduction  in  the  key  of  the  Dominant  of  bars  1 — 5,  the  order  of  the  upper  parts 
being  reversed,  the  Bass  in  each  case  standing  as  a  Pedal. 

At  bars  18 — 21,  the  two  upper  parts  are  in  a  descending  Sequence  with  each  other,  and  are  placed  upon 
the  Dominant  Pedal.  (Compare  bars  46 — 49,  where  similar  work  is  placed  upon  the  Tonic  Pedal.) 

The  second  division  of  the  Prelude  (bar  25)  starts  with  a  transposition  of  the  opening  bars  bodily  into 
the  key  of  the  Dominant,  the  three  figures  being  assigned  to  the  same  parts  as  at  the  commencement. 
Period  I.  is  capable  of  subdivision  at  bar  5  (*). 
Period  II.  is  capable  of  subdivision  at  bar  18. 
Period  IV.  can  be  divided  similarly  to  Period  II.  at  bar  46. 

The  first  three  bars  of  the  second  Coda  (bars  46 — 49  UJ)  are  a  transposition  into  the  Tonic  key  of  the 
corresponding  bars  (18 — 21ll))  of  the  Coda,  in  the  first  part  of  the  movement. 

Four  Themes  all  contrasted  with  each  other  are  employed  in  this  Prelude  for  imitative  work,  Theme  I. 
being  the  most  important. 

In  the  concluding  bars  of  both  divisions  a  fourth  part  is  added  to  the  harmony  for  the  sake  of  richness 
of  effect. 

This  Prelude  is  obviously  cast  in  the  mould  of  the  early  Binary  form.  It  is  cut  nearly  in  half  by  the 
double  bar,  and  immediately  afterwards  the  opening  material  makes  its  re-appearance  transposed  into  the 
key  of  the  Dominant.  The  Coda  in  the  first  part  of  the  movement,  the  early  portion  of  which  is  built  on 
the  Dominant  Pedal,  is  transposed  in  the  second  part  and  placed  upon  the  Tonic  Pedal.  Theme  IV. 
(bar  32,  Alto  part)  was  evidently  designed  to  play  an  important  part  in  the  unification  of  the  movement,  its 
first  three  semiquavers  forming  a  reminiscence  of  the  big  Theme  (Th.  I.),  and  these  are  kept  prominent  by 
similar  and  contrary  motion  until  the  Coda  is  reached. 
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Andaiitino  con  molo.  0  —  80. 
Th.  I.     1 


PRELUDE  XXXIII 

(IN  THREE  PARTS.) 

E   MAJOR. 

SHOWING  THE  STRUCTURE. 
2 


rrT 


Th.  I. 
PERIOD  I.  E  Major,  establishing  the  key. 


Here        it       very       gradually       moves       to      its 


Th.  I.  5 


and  remains  in  this  region, 


10 


11 


e 


12 


Tli.  III.- 


13 


14 


»G»*        I  *Jt>**'  ,m» 

*~T^      %•'  v  P^            ^rC£f 

—  .    -  »** 

Fit         Minor,         next         Cl         Minor,         then         steadily         pointing         to           its  destination 


TA.  //.  (Imit.  of  Treble  in  the  ith  below}. 


Tit.  III. 


16 


17 


|  Dominant         (B). 


key  of  the  jj^m^,         w< 

-j^rfhfffp  ,-*-• ^ft»—      ,  ^  | J- j-i J^,..*1' 

r  gffTLj     Ui.    i  — br*r-  I    •"*   •*  *    * 

< baii^P ' ' V  1 1 1 F — I 


CODA,  further  confirming 


f=fr 


TA.  ///.- 


—Dominant  Fed  • 
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PRELUDE   XXXIII. 


Th.I.  25 


. 

PERIOD  III.     Starting  in  the  Dominant,  it  gradually  curves  round  to  Cj  Minor,  remaining  about  there. 


30 


Th.  IV.- 


Fr«  Imit.  of  Sopran 


Corresponding  figures. 


45 


46 


,47 


*•  m _m  ^  --.  UW  -    =?==E* 

=»T  fuXp«J?LTg- g-ftrfl^gtjjdia: 
114— i    1-14-1  ^r         n  >4—  "  |  ~  |  -^^r 


CODA,       more  and  more  planting  in  the  Tonic 


^    r*j    _• — i  i  r^    n 
.•-  .-*^  .       -*-       -j-  -»- 


^—* 


»    • 


-Tonic.  Pedal. 


^^ 
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FUGUE  XXXIII.  (E  MAJOR). 


IN  FOUR  PARTS. 


Andante  (alia  breve^d  = 


ANALYSIS. 


ENUNCIATION  SECTION. 


4(1) 

Real  Answer  in  Tenor,  with  Counter-subject  in  Bass         ...         

"        4 

5(8) 

Subject  in  Alto.     Counter-subject  in  Tenor  ...          ...          ...          ... 

n        5  (  3  ' 

7 

Answer  in  Soprano      Counter-subject  in  Alto 

7  

_9 

Episode  I.,  modulating  from  E  to  B. 
Answer  in  Alto.     Counter-subject  absent 

n        9  <  3  ' 

.Q 

Stretto  I       Subject  in  Tenor 

n      10<3) 

12(1) 

Answer  in  Bass  ... 

_12<2' 

Subject  in  Treble.     Counter-subject  in  Tenor 

E  major 
B  major 
E  major 
B  major 

E  major 
E  major 
E  major 
E  major 


•  1213J_16 

i  16 17(3) 

n  17 18(3) 

'i  19 20(3) 

„  20 21(3) 

«  22 26  (3> 

;/  26ii> 27<3) 

n  27'3)     28'^' 

n  281!) 29  <*> 

«  28112 2! 

»  301LL 

«  301iL 

«  32 35 


MODULATORY    SECTION. 

Episode  II.,  modulating  from  E  through  FJf  minor  to  C$  minor,  with 
close. 

Subject  in  Alto Cflmuior 

Stretto  II.     Answer  in  Treble.     Counter-subject  absent    ...         ...         ...      E  major 

Subject  in  Bass B  major 

Stretto  III.     Answer  in  Tenor.     Counter-subject  absent  ...         ...         ...      F$  minor 

Episode  III.,  modulating  from  F$  minor  to  CJf  minor. 

Subject  in  Treble  by  Diminution.     Counter-subject  absent  ...         ...      E  major 

Stretto  IV.     Subject  in  Alto  by  Diminution.     Counter-subject  absent    ...      B 
Subject  in  Tenor  by  Diminution.     Counter-subject  absent  ...          ...      B 

Answer  in  Bass  by  Diminution.     Counter-subject  absent  ... 

Subject  in  Bass  by  Diminution.     Counter-subject  absent  ...         ...         ...      B 

Subject  in  Alto. 

Episode  IV.,  modulating  to  Gjf  minor  and  closing  in  that  key. 


36'3' 


35i!>_38 
38 


87112  _  39(1) 

39  _  40 

40  _  41<3> 

41  «'      43 


RECAPITULATORY  SECTION. 

Answer  in  Alto.     Subject  in  Treble  by  Inversion  and  Diminution 

Stretto  V.     Subject  in  Tenor.     Counter-subject  in  Treble 

Answer  in  Bass.     Counter-subject  in  Alto     ... 

Subject  in  Treble.     Counter-subject  in  Tenor 

Codetta,  confirming  the  key. 

Answer  in  Bass.     Counter-subject  in  Alto    ... 

Coda. 


E 
E 
B 
E 

!  B 


SUMMARY. 


Exposition :     Bars  1. 
Counter-exposition : 
Stretti :     Five. 
Episodes :     Four. 


.7. 
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FUGUE  XXXIII. 


REMARKS. 

This  Fugue  has  a  "real"  Answer,  and  would  be  called  a  "  real"  Fugue.  . 

The  Counter-exposition  is  a  complete  one — i.e.,  all  the  voices  take  part  in  it.  It  is  worked  in  Stretto, 
thus  adding  to  its  interest  as  well  as  saving  space.  The  treatment  in  No.  XXXI.  is  exactly  the  same. 

The  Counter-subject  disappears  for  a  considerable  time  after  the  Exposition.  It  is,  however,  resumed 
Et  bar  36  (Treble  part),  and  from  this  point  accompanies  every  entry  of  the  Theme  to  the  end  of  the  Fugue. 

The  first  and  fourth  Stretti  are  complete.  The  second,  third,  and  fifth  are  incomplete.  The  fifth 
Stretto  (bar  35)  is  very  remarkable,  the  three  lower  parts  all  entering  at  different  distances,  while  at  the 
same  time  the  Treble  has  the  Theme  both  in  Inversion  and  Diminution,  and  in  bar  36(2)  adds  a  bit  of  the 
Counter-subject  in  its  original  form. 

Episode  I.  (bar  7)  is  built  upon  reminiscences  of  the  Counter-subject  treated  in  free  imitative  Counter- 
point. 

Episode  II.  (bar  12).  In  this  a  short  figure  of  crotchets,  together  with  a  minim  suspension  taken 
from  the  Counter-subject,  is  proposed  by  the  Treble  (bar  12(3))  and  imitated  by  the  Alto,  Bass,  and  Tenor. 

Episodes  III.  and  IV.  In  thsse,  reminiscences  of  the  Subject  are  noticeable,  sometimes  by  Diminu- 
tion and  Inversion  combined. 
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PRELUDE  XXXIV. 


SUMMARY. 

Bars  i — ±s,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Minor,  B). 

Bars  29—33,  Supertonic  Pedal  (i.e.,  Dominant  of  the  Dominant  of  the  original  key). 

Bars  33—37  (*),  Dominant  Pedal. 

Bars  49—108,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  E). 

Bars  86—88,  Dominant  Pedal. 

Bars  89—92,  Tonic  Pedal  (firmly  establishing  the  key). 


REMARKS. 

This  Prelude  is  divided  into  two  parts  by  the  double  bar. 

The  great  centres  of  gravity  in  each  part  (emphasized  by  the  employment  of  the  Pedals)  are  very 
notable. 

Bar  37  and  the  nine  following  bars  contain  in  the  upper  part,  a  figure,  the  early  part  of  which  is 
formed  from  the  first  bar  of  Theme  I.  taken  by  Inversion.  This  figure  is  imitated  freely  by  the  under  part 
at  one  bar's  distance. 

At  the  beginning  of  the  second  half  of  the  movement  (bar  49)  a  new  Theme  (Th.  II.)  is  proposed  bj 
the  upper  part,  the  lower  part  at  the  same  time  proposing  Theme  I.  by  Inversion. 

Period  I.  divides  momentarily  at  bar  17  (*),  where  there  is  a  Perfect  Cadence  in  the  key  of  the 
Relative  Major  (G). 

Period  II.  has  a  marked  division  at  bar  72,  where  there  is  a  Perfect  Cadence  in  the  key  cf  the  Sub- 
dominant  Minor  (A). 

There  are  two  Pedals  in  each  part  of  the  movement.  In  the  first  part  (1)  at  bars  29 — 33  on  the  Super- 
tonic  to  prepare  the  mind  for  the  conclusion  of  this  first  half  in  the  key  of  the  Dominant  Minor  (B) ;  (2)  at 
bars  33 — 37  the  Dominant  Pedal  itself  is  put  down  the  moment  the  first  Pedal  has  done  its  work,  firmly 
clenching  its  key  and  ending  in  it  at  the  double  bar. 

In  the  second  part :— (1)  at  the  bars  86—89  the  Dominant  Pedal,  and  (2)  at  bars  89—92  the  Tonic 
Pedal,  which  firmly  settle  the  Tonic  key. 

Bars  85 — 92  (l)  are  a  transposition  into  the  Tonic  key  of  material  employed  in  the  key  of  the  Dominant 
in  the  first  part  of  the  movement  (bars  29—37  (1). 

The  remarkably  fine  Deceptive  Cadence  at  bar  103  is  very  notable,  and  is  caused  by  the  Dominant 
dropping  heavily  to  the  Major  7th  below,  instead  of  merely  taking  the  conventional  upward  step  of  a  second. 
(Bars  102  (8),  103  (»)  Bass  part.) 


Allegro  con  brio.  S-  =  76. 
Th.  I 


PRELUDE  XXXIV. 

(IN  TWO  PARTS.) 

E  MINOR. 

SHOWING  THE  STRUCTURE. 
3,5 
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10 


PRELUDE  XXXIV. 
13 


11 


12 


15 


16 


h.  Imit.  of  Bass  (bars  11,  12).  I  [~ 


B  Minor,  remaining 


G  Major.  (Sequence  to  bar  22.) 


From       here      the     work      is     Episodal, 
(E  Minor.)  (C  Major.)  (Sequence  to  bar  29.) 

P 


27 


28 


29  30 

Free  Imit.  ofTh.- 


31 


32 


formed      on      the      first      part      of    the      Theme,         and  steadily 


points          to 


Dominant 


Th. 


Free  Imit.  of  Treble  Jig.  in  previous  bar. 


42 


Landing      by      a      Perfect      Cadence      in      the        Dominant        Major        (B). 


Th.  II.  49 


53  54 

52  Th.  I.  Invertca.- 


then    passing    through    E    Minor 


PERIOD  II.     Starting  in  B  Minor 


T/t.  /.  Inverted. 
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57 


Imit.  of  Bass  in  previous  bar. 


It      gradually      works      round      to      C      Major 


Frag,  of  Th.  Inverted. 
66  67 


68 


69 


70 


71 


72 


73  74 

Figure  formed  upon  Th. 


From      here      it      makes      for      A      Minor,     and      momentarily      lands      there. 


Here       working       onwaid 


f* 


and  passing  through 


r*,*':r  »  |T"  ,  *H*  T".  i  *—^r-m-»— 

i    {   »    i    f  »  *    -— 


Figure  formed  upon  Th. 


for  its  Dominant  Pedal  to  confirm  its  Tonality.         Here      it      touches      its      Subdominant 


(A  Minor),  then  makes          again          for          E          Minor, 


tr 


easily        touches 


m 


its      Dominant,     then      its      Tonic,      then      its      Subdominani,      and      lastly,     stamps      firmly      in      the      mind     its     Tonic. 
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FUGUE  XXXIV.    (E  MINOR), 


Con  spirito.  *  =  132. 


IN  THREE  PARTS. 

i  r"^  i 


m 


- 


Bars     1 

„  fi(3)  fi  ( 4  ) 


„      12<«>     18'3' 


ANALYSIS. 

ENUNCIATION  SECTION. 
Subject  in  Treble 

Codetta  (of  six  quavers),  leading  from  E  minor  to  B  minor. 
Real  Answer  in  Alto,  with  Counter-subject  in  Treble 
Subject  in  Bass,  with  Counter-subject  in  Alto 


A 

f/ 

•ft 

11 

IS*3'     23 

Episode 
Subject 
Answer 
Episode 
Subject 
Episode 
Subject 
Episode 
Subject 
Episode 

23<4>     29(3) 

29«>      35<3> 

35  41<3> 

41(4)     47<3> 
47<4>     50 

49<4>        55(3) 

55(3)      K9  (3) 

591iL_65<3) 
65           70<2) 

70111_71(3) 

71 72(1> 

710)     77(3) 

7711! 86 


MODULATORY    SECTION. 

I.,  modulating  from  E  minor  to  G  major. 

in  Treble,  with  Counter-subject  in  Alto  (slightly  altered,  bar  27) 
in  Alto,  with  Counter-subject  in  Treble 

II.,  modulating  from  D  major  to  B  minor, 
in  Bass,  with  Counter-subject  in  Alto 

III.,  modulating  from  B  minor  to  E  minor, 
in  Alto,  with  Counter-subject  in  Bass 

IV.,  modulating  through  A  minor,  D  minor,  G  and  C  in  Sequence. 
in  Treble,  with  Counter-subject  in  Alto  (slightly  altered,  bar  64) 

V.,  modulating  back  to  E  minor,  half-close  and  pause. 

RECAPITULATORY  SECTION. 
Subject  (last  fragment)  in  Bass 
Subject  (last  fragment)  in  Treble,  by  Inversion. 
Subject  (in  full)  in  Bass,  with  Counter-subject  in  Alto 
Coda 


SUMMARY. 


18. 


Exposition :     Bars  1_ 
Counter-exposition :     None. 
Stretti :     None. 


Episodes :     Five. 

(1)  Dominant  Pedal  : 

(2)  Dominant  Pedal  : 


Bars  78  _ 
Bars  84. 


KEYS. 

E  minor 

B  minor 
E  minor 


G  major 
D  major 

B  minor 
E  minor 
A  minor 

E  minor 

E  minor 
E  minor 


81. 

_85. 


REMARKS. 

This  Fugue  has  a  "  real  "  Answer,  and  would  be  styled  a  "  real  "  Fugue. 

The  Subject  is  remarkable  for  its  elaborate  character,  an  i  in  length  it  exceeds  any  of  the  "  Forty-eight." 
It  may  be  divided  into  four  short  sections,  (1)  at  bar  2<3),  (2)  at  bar  3(3),  (3)  at  bar  4(3),  and  (4)  at  bar  6(3). 
This  latter  section  is  frequently  made  use  of  by  similar  and  contrary  motion  throughout  the  Fugue.  It  also 
forms  a  large  portion  of  the  material  of  the  complementary  part — i.e.,  that  which  accompanies  the  Subject 
and  Counter-subject. 

The  Counter-subject  does  not  accompany  the  Answer  at  once,  not  being  brought  in  until  its  third  bar. 
It  commences  with  long  notes  (minims)  and  is  in  the  sharpest  contrast  to  the  Subject  itself.  It  is  of  rather 
free  construction,  intervals  of  the  fourth  and  seventh  being  used  by  a  skip. 

In  bar  27(3)  it  is  slightly  altered  in  order  to  keep  up  the  interest  and  to  keep  up  the  motion  in  the 
various  parts.  An  alteration  also  for  the  same  reason  appears  in  bar  64. 

Episode  I.  (bar  18).  An  entirely  new  figure  appears  first  in  the  Alto,  freely  imitated  by  the  Treble, 
accompanied  by  a  running  Bass  formed  from  the  last  part  of  the  Subject.  In  bar  21  and  onwards  all  three 
parts  are  formed  from  this  part  of  the  subject. 

Episode  II.  (bar  35)  is  mainly  formed  from  the  second  half  of  bar  5,  free  imitations  being  employed  in 
all  the  parts. 

Episode  III.  (bar  47)  is  much  the  same  as  Episode  I.  in  construction. 

Episode  IV.  (bar  55)  consists  of  another  new  figure  in  the  Alto,  a  Treble  formed  from  bars  5  and  6  of 
the  Subject  and  a  Bass  proceeding  steadily  in  crotchets. 

Episode  V.  (bar  65)  is  made  up  from  bars  5  and  6  of  the  Subject  treated  in  similar  and  contrary  motion. 
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SUMMARY. 
This  Prelude  is  built  upon  the  following  characterisic  figure: 


Tonic  Fed. 

Bars  1 — 16,  PERIOD  I.  (ending  with  Perfect  Cadence  in  the  key  of  the  Dominant,  C). 

Bars  17—32,  (PERIOD  II.  ending  with  Half  Cadence  in  the  key  of  the  Relative  Minor,  D). 

Bars  33 — 46,  PERIOD  III.  (ending  with  Perfect  Cadence  in  the  key  of  the  Dominant,  C). 

Bars  46(2)— 49  (1),  Short  connecting  passage  from  C  Major  to  A  Minor. 

Bars  49 — 56,  PERIOD  IV.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Mediant  Minor,  A). 

Bars  57 — 72,  PERIOD  V.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  F). 


REMARKS. 
Two  Themes  are  employed  in  this  Prelude.     Theme  I.  which  is  of  considerable  extent  :— 


and  is  necessarily  divided  among  different  voices  as  it  runs  along  its  course  to  completion.     This  Theme 
is  interlaced  incessantly  in  the  most  ingenious  manner  throughout  the  whole  of  the  movement. 

Theme  II.  a  gently  ascending  figure  in  crotchets,  and  in  the  sharpest  contrast  to  Theme  I.  does  not 
make  its  appearance  till  bar  49  (2),  (Tenor  part)  when  it  is  combined  with  Theme  I. 

Theme  I.  appears  at  the  commencement  of  every  Period. 
At  Period  I.  it  appears  in  the  Tonic  key  (F). 

At  Period  II.  it  appears  in  the  Dominant  (C),  and  transplants  for  ten  bars  the  opening  material  into 
the  Dominant  key. 

At  Period  III.  it  appears  in  the  Relative  Minor  (D),  and  transplants  into  it  the  early  part  of  the  opening 
material,  after  which  it  works  on  with  a  free  version  of  the  same. 

At  Period  IV.  it  appears  in  the  Mediant  Minor  (A),  again  with  a  free  version. 

At  Period  V.  it  appears  as  a  Recapitulation  and  for  six  bars  reproduces  note  for  note  the  opening 
matter.  The  remaining  bars  of  the  Prelude  are  devoted  mainly  to  establishing  firmly  the  Tonic  key  upon 
the  material  of  Theme  I.  shared  amongst  the  different  voices. 

The  Periods  are  not  capable  of  subdivision. 

Theme  I.  (in  one  or  other  of  its  various  limbs)  is  found  in  every  bar  of  the  Prelude  from  beginning  to  end. 

The  "  form  "  of  this  movement  is  probably  one  of  those  experiments  in  structure  which  Bach  worked 
out  and  perfected  for  himself.  The  harmonic  centres — as  shewn  at  the  various  Periods — are  very  clearly 
indicated  and  systematically  distributed ;  great  uniformity  is  observable  in  the  thematic  material,  and  the 
subject-matter  is  introduced  in  clear  identity  with  the  opening  at  those  particular  points  where  the  indication 
of  the  commencement  of  a  new  key  block  is  required.  The  power  of  every  chord  as  a  unit  in  the  great 
tonal  centre  for  the  time  being  is  carefully  considered,  and  its  force  of  curve  to  this  side  or  to  that  fully 
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adjusted.  The  ground  used  for  action  is  first  effectively  staked  out  by  the  great  harmonic  bases,  and  every 
chord  within  this  area  is  made  to  pull  its  proportioned  weight  up  to  its  ultimate  goal.  The  coherence, 
consistency,  and  unification  of  the  whole  is  never  lost  sight  of,  and, — though  quite  out  of  the  bounds  or 
suggestions  of  Sonata  form — a  more  perfect  picture  it  is  impossible  to  imagine. 


1  , 

Andante  con  espressione.  c?  =  63. 


PRELUDE  XXXV. 

(MOSTLY  IN  FIVE  PARTS.) 

F   MAJOR. 
SHOWING  THE  STRUCTURE. 
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PERIOD  I.   F  Major, 
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:      17 
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there  by  a  Perfect  Cadence.     PERIOD  II.  Starting  in  C, 


then        touching        D        Minor, 
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gE 


32;_:cc 


Dominant  Pedal.- 
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/        D  Minor,  and  momentarily  lands  on    its   Dominant.             PERIO 
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FUGUE  XXXV.    (F  MAJOR). 


IN   THREE  PARTS. 


Allegretto  gratioso.  4-  —112. 


ANALYSIS. 


Bars     1111 

»        5111 

9 


.14 


'i      14111 

»      18 21(4> 

»      2111L_25<1' 


ENUNCIATION  SECTION. 

Subject  in  Treble 

Tonal  Answer  in  Alto.     No  Counter-subject 

Codetta,  modulating  from  C,  through  G  minor,  Bb  major,  D  minor,  and 

back  again  to  F. 
Subject  in  Bass  ... 
Codetta,  modulating  from  F  to  C. 
Answer  in  Bass  . 


F  major 
C 


25. 


56 


70. 


_52 


66<4' 


66iiL_70u> 


85(4) 


MODULATORY    SECTION. 

Episode  I.,  modulating  from  C,  through   various  keys  transiently  and 
back  to  F. 

Subject  in  Alto 

Episode  II.,  modulating  from  F  to  Bb. 

Subject  in  Bass  ... 

Episode  III.,  modulating  from  Bb  to  F. 


Bb 


8511L 
89HL 
95 


_99 


RECAPITULATORY  SECTION. 


Subject  in  Treble 
Subject  in  Bass  .. 
Coda 


F 
F 

P 


SUMMARY. 

Exposition  :     Bars  1 18. 

Counter-exposition :     Incomplete. 
Codettas :     Two. 
Stretti:     None. 
Episodes :     Three. 

Tonic  Pedal :     Bars  61 65. 

Dominant  Pedal :     Bars  76 82. 
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REMARKS. 

This  Fugue  has  a  "  tonal "  Answer,  and  would  be  called  a  "  tonal "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  third  to  the  fourth  and  from  the  fourth  to  the  fifth  notes. 

The  first  Codetta  is  remarkable  for  its  length.  It  is  written  in  a  free  ascending  sequence,  it  also 
furnishes,  almost  exclusively,  the  material  for  the  construction  of  the  Episodes. 

The  same  part  (Bass)  which  entered  with  the  Subject  (bar  14)  enters  also  almost  immediately  with 
an  Answer  (bar  21).  This  is  somewhat  rare,  the  general  rule  being  that  a  different  part  to  that  last 
employed  should  enter  next. 

In  the  last  two  entries  of  the  Fugue  (1),  that  for  the  Treble  (bar  85),  the  Subject  is  chromatically 
altered  for  the  moment  at  bar  87(1>,  and  (2)  in  that  for  the  Bass  (bar  89)  the  first  limb  of  the  Subject  is 
four  times  repeated,  one  note  higher  each  time. 

This  Fugue  is  remarkable  also  for  the  small  area  allotted  to  the  Thematic  work  as  compared  with 
that  assigned  to  the  Codettas  and  Episodes ;  these  latter  occupying  62  while  the  former  occupy  only  34 
bars  of  the  entire  piece.  Thus  the  Episodal  matter  almost  doubles  that  of  the  Thematic. 

The  first  Pedal  (bars  61 65)  acts  as  Dominant  to  the  key  of  B  flat,  which  is  the  ruling  key  at 

that  point. 

Episode  I.  (bar  25),  up  to  bar  29,  aims  at  more  fully  confirming  the  key  of  the  Dominant  touched  upon 
previously.  Imitations  in  the  two  upper  parts  upon  the  last  portion  of  the  Subject  are  seen  in  bars 

30 34,  the  Bass  having  notes  of  greater  value.     From  bars  34  to  45  the  material,  style,  and  treatment 

are  borrowed  from  the  first  Codetta.     Bars  45  to  52  take  material  from  both  the  Subject  and  the  Codetta, 
the  Bass  part  of  bar  45  showing  the  former  and  of  bar  46  the  latter  material. 

Episode  II.  (bar  56).  This  takes  a  short  figure  from  the  first  Codetta  and  freely  twists  it  round, 
using  it  by  Inversion.  Its  latter  portion  stands  on  a  Pedal. 

Episode  III.  (bar  70)  is  formed  much  the  same  as  Episode  II.     For  a  moment  there  is  free  canonical 

imitation  between  the  Treble  and  Alto  (bars?2 76),  but  it  breaks  off  in  preference  to  a  freer  treatment. 

Part  of  this  Episode  also  stands  on  a  Pedal. 
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PRELUDE    XXXVI. 


SUMMARY. 

Bars  1 — 28,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Major,  Ab,  double  bar>. 

Bars  28 — 70,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  F). 

Bars  66 — 70,  CODA  (confirming  the  Tonic  key). 

Bars  4  (8)— 8  (2'),  Dominant  Pedal. 

Bars  16  (3) — 20  (2),  Dominant  Pedal  of  Relative  Major,  in  length  precisely  the  same  as  the  former  Pedal. 


REMARKS. 

This  Prelude  is  simple  in  construction.  The  First  part  up  to  the  double  bar  being  composed  of  short 
figures  in  the  Treble  and  Alto  parts  above — for  the  most  part — a  sostenuto  Bass,  and  dividing  into  seven 
phrases  of  four  bars  each. 

The  Second  part  starts  with  the  material  of  the  Opening  bars  shifted  into  the  Relative  Major,  but  at 
bar  30  curving  round,  and  ending  the  phrase  in  Eb  Major  (bar  82(1)).  This  part  of  the  Prelude  up  to  the 
Deceptive  Cadence  at  bar  60  (*)  is  also  divisible  into  eight  phrases  of  four  bars  each. 

A  new  figure  appears  in  the  Treble  at  bar  40  (8)  to  42  (2),  used  in  Sequence  a  tone  lower  at  42  (8) 
to  44  (2). 

The  short  figure  of  four  notes  in  the  same  part  at  bars  44  (3)  to  45  (2)  is  used  in  Sequence  a  tone  higher 
at  bars  45  (8)  to46("). 

A  free  version  of  the  Opening  Subject  appears  at  bar  48  (3) — 52  (2)  in  the  two  under  parts,  accompanied 
by  florid  figures  in  the  upper  part.  When  bar  56  (4)  is  reached  the  Theme  asserts  itself  in  a  prominent 
manner  in  the  two  upper  parts,  its  entry  being  prepared  for  by  a  half  Cadence  on  the  Dominant. 

The  framework  of  this  Prelude  is  that  of  the  early  Binary  type,  but  the  movement  contains  distinct 
traces  of  an  effort  to  break  through  this  limited  form,  into  something  wider  and  more  ample— -in  short  that 
it  is  striving  after,  and  is  prophetic  of,  the  more  developed  form  of  the  Modern  Sonata.  The  material 
immediately  following  the  double  bar  is  a  transposition  of  the  Opening  into  the  key  of  the  Relative  Major, 
and  momentarily  points  back  to  the  early  type,  but  it  is  at  once  succeeded  by  matter  which  most  distinctly 
points  forward  to  the  Modern  Sonata  form,  the  harmonic  bases  are  used  with  greater  freedom  and  in 
Sequence,  consequently  the  keys  change  more  rapidly  and  greater  colour  is  obtained,  this  Section  of  the 
movement  stretching  forward  to  that  which  in  the  Modern  type  is  termed  the  "  Development  "  or  "  Free 
Fantasia  "  portion.  There  is  a  Recapitulation  of  the  Opening  material  much  later  in  the  movement 
(bar  56(4))  and  it  is  notable  that  its  entry  is  even  slightly  anticipated  in  the  two  under  parts  (bar  48(4) ), 
but  so  judiciously  curved  as  not  to  interfere  with  its  pronounced  Recapitulation  just  afterwards. 

Throughout  the  movement  it  is  remarkable  how  strong  was  the  determination  to  satisfy  every  demand; 
of  unification,  and  in  the  latter  part  of  the  movement  to  firmly  clench  the  Tonic  key. 
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PRELUDE  XXXVI. 

(IN  THREE  PARTS.) 

F   MINOR. 
SHOWING  THE  STRUCTURE. 
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firms  the  Relative  Major,  and  lands  there  by  a  Perfect  Cadence. 
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38 
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i  Figure.)     41 
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and        a        momentary        landing        in         that        key,         thence         gently        curving 
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FUGUE  XXXVI.    (F  MINOR). 

IN   THREE  PARTS. 
Allegretto  moderate.  rf  =  84. 


ANALYSIS. 

ENUNCIATION  SECTION. 


'Rars* 

1 

4(54) 

Subject  in  Treble 

KEYS. 

F  minor 

4(3) 

ft  04) 

C  minor 

n 

8 

11 

Codetta,  modulating  from  C  to  F  minor. 

F  minor 

n 

24<2> 

MODULATORY   SECTION. 

Episode  I.,  modulating  from  F  minor  to  Ab  major. 

24<3> 

28<«> 

Ab  maior 

28('I> 

32 

ED  major 

n 

32 

40 

Episode  II.,  modulating  from  Eb  major,  through  C,  to  F  minor. 

40<3> 

4404) 

Subject  in  Bass               .             ..         ...         ...         ...         ...         ...         ... 

F  r^inor 

44 

50 

Episode  III.,  modulating  from  F  minor,  through  Bb  minor,  to  F  minor. 

50  <  4  > 

54<D 

Subject  in  Alto 

F  minor 

54 

71 

Episode  IV.,  modulating  from  F  minor  to  Bb  minor. 

n 

71<4) 

75(1) 

Bb  minor 

n 

78d) 

RECAPITULATORY  SECTION. 

F  minor 

78 

85 

Coda 

F  minor 

SUMMARY. 

Exposition:     Bars  1 15. 

Counter-exposition :     None. 
Codetta :     One. 
Stretti :     None. 
Episodes :     Four. 

Dominant  Pedal :     Bars  50 

Coda:     Bars  78 85. 


.58. 


REMARKS. 

This  Fugue  has  a  "  tonal "  Answer,  and  would  be  called  a  "  tonal "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

There  is  no  Stretto  proper,  though  there  is  a  momentary  overlapping  of  the  Subject  and  Answer  at 
bars741i>_75<1>. 

Episode  I.  (bar  15)  is  constructed  in  the  Bass  from  the  second  limb  of  the  Subject,  the  Treble  and  Alto 
having  new  figures  in  which  Suspensions  are  introduced. 

Episode  II.  (bar  32)  is  much  on  the  lines  of  Episode  I.,  but  the  figures  are  placed  in  different  voices. 
At  bar  89  detached  figures  are  given  to  the  Treble. 

Episode  III.  (bar  44)  has  a  running  Bass  of  the  same  construction  as  Episode  I.,  the  Treble  and  Alto 
having  a  new  figure.  At  bar  49  a  running  Counterpoint  is  commenced  in  the  Treble,  the  Bass  reiterating 
the  Dominant  Pedal. 

Episode  IV.  (bar  54).  In  this  the  chief  interest  is  centred  in  the  Bass,  which  is  made  up  of  fragments 
suggested  by  the  first  limb  of  the  Subject.  There  are  new  figures  in  the  Treble  and  Alto,  the  former 
commencing  at  bar  55(2)  and  the  latter  at  55(4). 

Episodes  II.,  III.,  and  IV.  have  only  one  Entry  between  each  of  them. 
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PRELUDE  XXXVII. 


SUMMARY. 
Two  Themes  are  employed  for  the  most  important  work  in  this  Prelude : — 


Th.  I.      1 


Th.  II.    29 


30 


31 


Bars  1 — 17  (*),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  CJf). 
Bars  17 — 29,  PERIOD  II.  (ending  with  a  Half  Cadence  in  the  principal  key,  Fjf). 
Bars  29 — 45,  PERIOD  III.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  DjJ). 
Bars  45 — 57,  PERIOD  IV.  (ending  with  a  Cadence  in  the  key  of  the  Tonic,  FJf). 

Bars  57 — 68,  PERIOD  V.  (starting  with  a  Reproduction  of  the  Opening  bars  and  ending  with  a 
Perfect  Cadence  in  the  key  of  the  Tonic,  FJ). 

Bars  68—75,  CODA  (further  clenching  the  Tonic  key). 


REMARKS. 

This  Prelude  is  constructed  with  immense  care,  the  fineness  of  the  work  throughout  being  remarkable ; 
moreover,  the  interest  of  both  parts  is  very  evenly  kept  up,  neither  part  having  more  than  a  momentary 
precedence  of  the  other. 

Period  I.  starts  with  figures  which  firmly  plant  in  the  mind  the  Tonic  key. 
Period  II.  begins  in  the  key  of  the  Dominant,  with  a  variation  of  Theme  I. 

Period  III.  introduces  another  important  Theme  (Theme  II.),  which  appears  in  the  Tonic  key  in  the 
upper  part  (bar  29),  balancing  the  figure  previously  used  in  the  Dominant  key  in  the  previous  Period.  This 
is  answered  by  the  Bass  at  the  5th  below  (bars  30 — 34 4). 

Period  V.  contains  the  reproduction  of  the  Opening  bars  in  the  Tonic  key  with  a  slight  ornamentation 
of  bar  1.  At  bars  60 — 65  a  free  version  appears  in  the  Bass  part  of  the  figure  which  was  used  in  the  early 
part  of  the  movement  (bars  7,  8). 

Additional  parts  are  added  in  the  concluding  bars  for  the  sake  of  enriching  the  harmony. 


8251. 


(  137  ) 


Andante  con  moto.    *=9G. 
Th.  I. 


PRELUDE  XXXVII. 

(IX  TWO  PARTS], 

FJf  MAJOR. 

SHOWING   THE   STRUCTURE. 
2  3 


PERIOD  I.     Fj  Major,  confirming  the  key 


p 


From      here      it      moves      away      Sequentially 


Fig.  Imit.  in  bars  9 — 12. 


11 


12 


13 


14 


— a 

Here  touching 


gradually  makes 


15 


16 


17 


Major 


(C|).        PERIOD  II.     Starting         here         with 


I 


19 


20 


TA.  /.  answering  the  Bass  of  bars  17 — 21. 


Th.  I.  in  Dominant  (slightly  varied}. 
21  22 


the        proposition        of        Theme        I.        by        the        Bass      in    the        Dominant,        answered        by        the        Treble 
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23 


Half  Close  on  the  Dominant. 


TA.  //.,  Sequence  with 
31          *r 


(B  Major.) 

PERIOD  III.     Starting     here     on     the      Dominant     it      moves      through      various" 

tr 
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Bach — 48  Preludes  and  Fugues.— Noyello.       K 
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50 

Freejmit.  of  bar  49. 


51 


(the  satin.) 


52 


gradually  round  Sequentially          to 


I 

• 

its 


Dominant 


53 


PERIOD  V.  Repetition  of  Opening  bars  in  the  Tonic  key. 


Then 


•-•     f  r^T'f '  •-I-LT^— P->  !  ^-£-\  r  -j*T~  r  !       1-^^,-^m-. 


Dj  Minor,  it  again  makes  its 


: — wrr       •  J .     ' 
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FUGUE  XXXVII.  (F*  MAJOR), 


IN   THREE  PARTS. 


3&. 


A  llegro  vivace,  d  -  69. 


prtf*  -  _^_ 


grrrf 
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ANALYSIS. 


ENUNCIATION  SECTION.  KEYS. 

Bars*   1 4'3>     Subject  in  Alto FJf 

it        4'3'       8'3'     Real  Answer  in  Treble,  with  Counter-subject  in  Alto         ...         ...         ...  CJf 

n        8112 12(3)     Subject  in  Bass,  with  Counter-subject  in  Treble      F# 

n      12 20          Episode  I.,  modulating  from  FJ,  through  D$  minor,  Gjf  minor,  and  back 

toFJf. 

n      20112 24(1)     Subject  in  Treble,  with  Counter-subject  in  Bass      Fjf 

n      24 32          Episode  II.,  modulating  from  FJ  to  CJf. 

"      82112__36(3)     Answer  in  Bass,  with  Counter-subject  in  Alto          ...         ...         ...         ...  CJf 

"      36112_40(2)     Subject  in  Alto,  with  Counter-subject  in  Bass          Fff 

MODULATORY    SECTION. 

«      40112 44(1>  Subject  in  Treble,  with  Counter-subject  in  Alto       D^  minor 

n      44 52  Episode  III.,  modulating  from  D£  minor  to  B  major. 

«      52112 56(3)  Subject  in  Alto,  with  Counter-subject  in  Treble       B  major 

n      56 64  Episode  IV.,  modulating  from  B  to  Fjf. 

RECAPITULATORY  SECTION. 

n      64112 68(2>     Subject  in  Bass,  with  Counter-subject  in  Treble      Fff 

a      68 70 (3       Codetta,  modulating  from  FJ  major  to  CJ  major. 

n      7Q (3)      74(a>      Answer  in  Alto.     Counter-subject  absent 

n      74(S)      76(2)      Codetta,  modulating  from  CJJ  major  to  F$  major. 

»      76112 80<2>     Subject  in  Treble.     Counter-subject  in  Alto,  slightly  altered  in  its  third 

bar 
n      80112 84          Coda         

SUMMARY. 

Exposition:     Bars  1 12.  Stretti .     None. 

Counter-exposition:     Bars  32 40.  Episodes:     Four. 

Codettas :     Two.  Coda  :     Bars  80 85. 


REMARKS. 

This  Fugue  has  a  "  real "  Answer,  and  would  be  called  a  "real "  Fugue. 

The  Counter-subject  is  divisible  into  three  small  sections,  marked  off  by  rests  between  them.  At 
bar  32,  where  it  accompanies  the  Answer  in  the  Bass,  it  is  treated  exceptionally,  its  third  section  being 
transferred  to  the  Treble  (bars  34112 85). 

It  is  absent  on  one  occasion,  at  bar  70,  where  it  might  have  been  expected  in  the  Bass  part. 

Two  Episodes  appear  before  the  Counter-exposition  is  reached.  The  reason  is  that  after  placing  the 
Subject  in  the  Treble  in  the  original  key  (bar  20(3))  after  the  first  Episode,  it  required  another  Episode  to 
make  the  necessary  modulation  to  the  key  of  the  Answer  which  starts  the  Counter-exposition  (bar  32). 
The  above  Subject  in  the  Treble  is  merely  a  redundant  entry,  giving  an  opportunity  for  the  Counter- 
subject  to  appear  below  it,  whereas  up  to  this  point  it  has  appeared  only  above  it. 

Episode  I.  This  is  composed  entirely  in  Triple  Counterpoint.  The  figures  are  new,  with  the 

exception  of  a  slight  reminiscence  of  the  Subject.  (Compare  the  Treble  of  bar  14  with  bars  21:12 3(2) 

of  the  Alto.)  Three  different  positions  of  the  three  constituent  themes  are  used,  the  first  beginning  in  bar 
12(4>;  the  second  in  bar  14<4>  ;  and  the  third  in  bar  16<4). 

Episode  II.  (bar  24)  is  less  important  from  a  contrapuntal  point  of  view.  It  is  built  from  the  first  and 
second  sections  of  the  Counter-subject,  with  a  running  Bass. 

Episode  III.  This  is  built  upon  precisely  the  same  materials  as  Episode  I.,  but  it  is  used  in  three 
entirely  new  positions,  the  first  beginning  at  bar  44<4> ;  the  second  at  bar  46(4) ;  and  the  third  at  bar  48(4>. 
Thus  all  the  six  possible  positions  of  the  triple  Counterpoint  are  employed  in  Episodes  I.  and  III. 

Episode  IV.  (bar  56)  is  exactly  similar  in  construction  to  Episode  II.  The  area  covered  by  the  four 
Episodes  is  32  bars,  an  equal  share  being  allotted  to  each. 
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PRELUDE    XXXVIII. 


SUMMARY. 

Bars  1 — 12,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Minor,  CJf). 
Bars  12 — 29,  PERIOD  II.  (ending  with  a  Half  Cadence  in  the  key  of  the  Dominant  Major,  Cjf). 
Bars  29 — 30,  Short  Connecting  Passage  (Bass  part). 

Bars  30 — i3,  PERIOD  III.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  FJ). 
Bars  40—43,  CODA. 


REMARKS. 

In  the  construction  of  this  Prelude,  two  florid  parts — freely  imitating  each  other  at  certain  points — are 
built  upon  a  Bass  of  a  fairly  staid  and  simple  character. 

Period  I.  the  Treble  of  bar  1  is  answered  by  the  Tenor  in  bar  2  at  the  Octave  below. 

At  the  start  of  Period  II.  the  Opening  bars  are  transplanted  into  the  key  of  the  Dominant  Minor,  Cfl. 

At  the  start  of  Period  III.  the  Opening  bars  are  reproduced  in  the  Tonic  key,  the  Tenor  (bai  31) 
answering  the  Treble,  figure  as  before. 

Period   I.   is  capable  of  subdivision  at   bar  7,  where   there  is    a    Half  Cadence    on   the    Dominant 
Major,  and  Period   II.  at   bar  21,  where  there  is  a  Perfect   Cadence  in  the  key  of  the  Relative  Major 

(A). 

Period  III.  can  be  subdivided  at  bar  40,  where  the  Coda  commences. 


PRELUDE   XXXVIII. 

(IN  THREE  PARTS.) 

FJf  MINOR. 
SHOWING  THE  STRUCTURE. 


Th K 1  3  4 

Andante  con  csprcssione.  *  -116.  _««*2&i,L     ,3  I  {       SSSS     SSSH       , 


touching         its         Dominant,         it  gently  works  back  to  the  Tonic.        From      here     it     curves, 

pffjr*  db  "^j- — rjy]^j         r    r       ^~ 


n  ~~'1T 


and      makes        for         its         Dominant         Minor,         and 


closes 

IN  ^ 


there. 


12 

f»  Dominant  Minor  (C4. ) 


PERIOD  II.  Starting    from    thi» 


si=  —*—* 


13 


(Descending  Sequence  with  bars  13,  14.) 
16  _         3  3 


16 


key        it        gradually         moves         away       and         passes         through        B  Minor,         then         through  its 


Major        (A),         and  lays  stress  on  this  key"  by  a  Perfect  Cadence  in 


[     "^ ^  •^1 
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21 


,  - 


PRELUDE  XXXVIII. 
22  23 


24 


it. 


Here     curving     round,     and     touching     B    Minor, 


gradually 


vorks 


jfe*=^^ 


Sequence  (compare  bars  23  and  25). 


Major  (C|)  by  a  Half 


29 


T/i.  (HI  //i«  Tonic).- 


32 


Cadence.  PERIOD 

Short  connecting  passage 
,-   ^  back  to  the  Tonic  key. 


,rr 


:£ 


Starting     here      in      the      Tonic,      and     gradually     moving     on,     it     touches 
Tii. 


Ll^^^^  OLrilLillg 

-0 


•  ••  •— -^1  __^^         '^^^          I        — i 


34         s 


a 

9*1**1 
%=rrrS. 


lfe>fe^4fefe!jV^W 


'  ^*^     h^-'r::Cfe!J    ^L»j          3 c*-^ 1-  ~  i  "!• 


upon         B  Minor,         then         again         glides      into       the      region      of      the     Tonic,      next,     passing      through      its 


i    4»^      3        _    _3 1  »Ji  3  3        "" .Jiaij 


^^ 


conclusion3           a      |    in  3       the      Tonic,      and          along          here          firmly 
CODA.  
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'/      Final  chord 
Tierce  de  Picardit 


FUGUE  XXXVIII.    (R  MINOR). 

Allegro  moderate.  ^  =  72. 


IN  THREE  PARTS. 


Bars  T-2'      4  <«> 

»  4'-2>      7  <«> 

//        7 

//  M 

"  11_L?_L_ 


16 


19'1' 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Alto    ...         ...         ...         ...         

Tonal  Answer  in  Treble.     No  Counter-subject 

Codetta,  modulating  from  CJf  minor  to  FJf  minor. 

Subject  in  Bass  ... 

Episode  I.,  modulating  from  FJf  to  CJf  minor. 

Answer  in  Bass  ...         ...         ...         ...         ...         ...         ...         ...         ...      CJJ  minor 

Subject  in  Treble  ...         ...         ...         ...         ...         ...         ...         ...      FJf  minor 


FJf  minor 
CJf  minor 

FJf  minor 


MODULATORY    SECTION. 


10 

.28 

Episode  II.,  modulating  to  A  and  closing  in  bar  20,  and  then  proceeding 
through  various  keys  to  B  minor. 

B  minor 
C;f  minor 

B  minor 
FJf  minor 

CJf  minor 

_31<3> 

Episode  III.,  modulating  from  B  minor  to  CJf  minor. 

SI'3) 

QA  (-2) 

_84 

Q7  (1) 

d<±  *        ' 

37 

,87  v  ' 

51 

Episode  IV.,  modulating  from  CJf  minor,  through  GJf  minor,  E  major, 
A  major,  FJf  major,  to  B  minor. 

iTTT 

fC7  (3) 

57 

a  I  ^ 
60 

Episode  V.,  modulating  from  FJf  minor  to  CJf  minor. 

fi3 

66 

Episode  VI.,  modulating  from  CJf  minor  to  FJf  minor. 

i>     66ii!!_69<3> 
t      69 70 


RECAPITULATORY  SECTION. 


Subject  in  Treble 
Coda         


FJf  minor 
FJf  minor 


SUMMARY. 

Exposition  :     Bars  1. 11. 

Counter-exposition  :     Bars  14!i2>_  19 ' 

Codetta :     One. 

Stretti :     None. 

Episodes :     Six. 

Coda:     Bars  69 70. 
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FUGUE   XXXVIII. 


REMARKS. 

This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

Episode  I.  (bar  11)  is  built  up  of  short  figures  taken  mostly  from  the  first  three  notes  of  the  Subject, 
used  most  often  by  contrary  motion. 

Episode  II.  (bar  19)  begins  with  a  new  point  of  Imitation  proposed  by  the  Bass  (bar  20('3)),  freely 
imitated  by  the  Alto  and  Treble.  A  reminiscence  of  the  Subject  appears  in  the  Alto  in  bar  24  and  the  early 
portion  of  25. 

Episode  III.  (bar  31)  is  built  principally  on  the  Subject  with  the  addition  of  the  figure  of  Episode  II. 
which  appears  in  the  Treble. 

Episode  IV.  (bar  87)  is  built  upon  new  material  entirely.  A  Subject  is  proposed  by  the  Alto  at 
bar  S6(~2)  (two  and  a  half  beats  before  the  conclusion  of  the  Subject  in  the  Bass),  this  is  imitated  first  by 
the  Treble  and  then  by  the  Bass,  at  the  distance  of  one  bar  from  each  other.  At  bar  89("2)  this  subject  is 

seen  in  a  still  more  extended  form  in  the  Alto,  imitated  by  the  Bass  at  bars  41 42,  while  it  appears  in  an 

inverted  form  in  the  Treble  at  bars  47 49.     Fragments  of  the  Subject  are  interspersed  in  the  various 

parts  in  this  Episode. 

Episode  V.  (bar  57)  starts  with  a  free  imitation  of  the  Treble  by  the  Alto,  with  a  running  Counterpoint 
in  the  Bass. 

Episode  VI.  (bar  63)  is  formed  of  reminiscences  of  the  Subject  in  the  two  upper  parts,  the  running 
Bass  being  again  employed. 

The  culminating  points  of  this  Fugue  occur  at  the  last  two  entries  of  the  theme  (bars  60 62  and  67 

to  the  end).     In  both  cases  the  theme  is  accompanied  in  Triple  Counterpoint  by  the  figure  first  seen  in 
Episode  II.  and  also  by  that  first  seen  in  Episode  IV.    A  more  beautiful  result  it  is  impossible  to  imagine. 


PRELUDE  XXXIX. 


SUMMARY. 

0 

This  Prelude  is  constructed  upon  the  following  figure  : — 


ro;i.;c  Pedal.. 


Bars  1 — 16,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  D,  double  bar;. 

Bars  17 — 48,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  G). 

Bars  1 — 3(3),  Tonic  Pedal  (Bass  part),  with  Dominant  Pedal  reiterated  in  semiquavers,  (Treble  part). 

Bars  4 — 7  Dominant  Pedal  (Treble  part),  with  Supertonic  Pedal  (Tenor  parti. 

Bars  17 — 10  (3),  Dominant  Pedal  (Bass  part),  with  the  same  reiterated  in  the  Alto  part 

Bars  20—22  (s),  Tonic  Pedal  (Bass  part). 


REMARKS. 

This  Prelude  is  divided  into  two  parts  by  the  double  bar. 

It  affords  examples  of  the  employment  of  double  Pedals,  one  being  sustained,  the  other  reiterated  in 
semiquavers. 

At  bars  4—6,  the  material  of  bars  1—3  is  transposed  into  the  key  of  the  Dominant,  the  three  figures  ot 
which  it  is  composed  being  placed  in  different  parts,  thus  securing  variety. 

Exactly  the  same  system  of  structure  is  noticeable  at  the  beginning  of  the  Second  part  of  the  movement 
as  at  the  first ;  bars  17 — 20  being  transposed  and  used  again  in  bars  20 — 23. 

Bars  43  O^) — 48  are  a  transposition  into  the  key  of  the  Tonic  of  the  material  previously  employed  at 
bars  11  (2)— 16  in  the  key  of  the  Dominant,  a  slight  alteration  only  being  made  in  the  Bass  part  (bars  43,  44). 

Period  I.  has  no  marked  subdivision,  but  Period  II.  subdivides  at  bar  28,  where  there  is  a  Perfect 
Cadence  in  the  key  of  the  Relative  Minor  (E),  and  also  at  bar  32,  where  there  is  a  Perfect  Cadence  to  the 
Subdominant  Major  (C). 


PRELUDE  XXXIX. 

The  "form"  of  this  Prelude  is  that  of  the  early  Binary  type,  of  which  it  is  an  obvious  example. 
Moreover,  the  emphasis  laid  upon  the  complementary  key— the  Dominant— at  the  latter  portion  of  the  first 
part  of  the  movement  (bar  11  and  onward),  may  be  regarded  by  analogy  as  supplying  the  place  of  a  Second 
Subject  in  that  key ;  and  the  material  used  here  is  transposed  into  the  Tonic  key  in  the  second  part  of  the 
movement  (bar  43  to  the  end).  The  part  immediately  following  the  double  bar  is  a  slightly  modified 
version  in  the  key  of  the  Dominant  of  the  Opening  bars.  The  last  seven  bars  being  a  transposition  into  the 
Tonic  of  material  used  in  the  corresponding  place  in  the  Dominant  in  the  first  "art  of  the  movement,  play 
an  important  part  in  the  unification  of  the  whole.* 


PRELUDE  XXXIX. 

(IN  THREE  PARTS). 

G  MAJOR.. 
SHOWING  THE  STRUCTURE. 


1 


Allegro  con  brio.  J-  138.            2                                    3 
Dominant  Pedal  in  Treble  reiterated  in  semiquavers. 


m 


Dominant  Pedal.- 


PERIOD  I.  G  Major,  establishing  the  key. 


jupi 

J_J^_-^Ei  -*-J-  J  •*•-*.  J-  -*-J-  J-*J-  J     i: 


From  here 

i— »       Supcrtonic  Pedal.. 


it  moves 


away,  points 


Tonic  Pedal. 


13 


14 


15 


16 

Descending  scale  of  D. 


17 


18 


i 


by 


Perfect 


Cadence. 


PERIOD    II.    Starting    on    the    Dominant 


sap 


Dominant  Pedal— 


*  Many  movements  in  the  French  Suites,  and  a  iew  in  the  English  are  built  upon  this  framework,  only  as  most  of  these 
movements  are  on  a  somewhat  smaller  scale  the  workmanship  in  them  is  a  little  compressed  when  put  side  by  side  with  the 
above  Prelude.  Handel,  almost  at  this  very  date  was  using  this  same  form.  See  Suites  IV.  and  XIV.  amongst  others,  for  very 
clear  instances. 


rai. 
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23 


19 


20 


21 


22 


& 


very    smoothly   moving   to   its  Tonic   (G),        then  to          its        Subdominant        (C).         From      here       gently      curving 


•>  J 


JJ--«U  J  j  J-UJ 


Tonic  Fed.- 


29 


30 


_^                     &> 

26    . 

^ 

•^f^n 

1 

28 

^  

.- 

• 

•- 

•  1*"  • 

round             it             makes 
i 

i  
for 

—  Ji~~ 

its 

i  U_j  
Relative 

Minor 

j 

(E). 

-1  ^-;  /- 
Then 

C 

•  —  w-  —  j  —  1  — 
urving  to  D  N 

lajor, 

-  i  i  i  r  V- 

G  Majoi 

=£-.  *  

—  !  --.  '     L±= 

*T  — 

^b 

==: 

*     — 

^s^- 

aE  , 

,J                                  1 

31 


32 


33 


35 


3b 


C          Major,         then        Sequentially 


making 


gradually       for       its      Tonic 


J4_  I        !,      I 

p|E^^g±Ej; 


-ar 


42 


p-  a.                  37                              38 

39 

,  )  1  , 

40 

L 

4 

1 

*> 

|"*J      -^,- 

-  • 

f  >\~  *—0- 

(ft>        s^-                               J          " 

—  *  »  j      J       1     ^*  

J 

i  —  l  — 

r. 



^^rrTr-rr  LL>^r 

i  r  r*r  r  r 

ET 

C         Major, 

1 

—  ^-^  —  ™— 

-*— 

•  — 

3  = 

S     •   ^'Ja*!^***1*** 

1  T^*      *      

'  SL~L  r  r  [ 

^ 

-r- 

.-  (.. 

1 

43 


44 


J   J* 


45 


46 


47 


(Descending  scale  of  G.) 
48 


s 


and    gradually    home    to    the    Tonic,     taking       leisure        to 

—     -'     '     '     '     'id: 


firmly  establish  its  key. 


uJ  LJ   LT 
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FUGUE  XXXIX.  (G  MAJOR). 


IN  THREE  PARTS. 


Bars    1. 

"        8.1 
»      13- 

•>      20- 


.14 

2Q 
23 


ANALYSIS. 
ENUNCIATION  SECTION. 


Subject  in  Treble 

Codetta,  modulating  from  G  to  D. 

Tonal  Answer  in  Alto.     No  Counter-subject... 

Codetta,  modulating  from  D  to  G. 

Subject  in  Bass  ...          ...          ...          ... 

Codetta,  modulating  from  G  to  D ;  close  in  D. 


KBVS. 

G 
i) 
Q 


23_ 


38 
40  '- 
45 


_33 


40 
45 
65 


MoDULATORY   SECTION. 

Episodes,  modulating  from  D,  through  G  major,  A  minor,  to  E  minor. 


33  W 88  <H>      Subject  in  Bass 


Codetta,  modulating  from  E  minor  to  B  minor. 

Answer  in  Treble 

Episode  II.,  modulating  from  B  minor  to  G  major. 


E  minor 
B  minor 


70 


72 


RECAPITULATORY  SECTION. 


Subject  in  Alto 
Coda 


G 
G 


SUMMARY. 
Exposition  :     Bars  1. 


.20. 


Counter-exposition  :     None. 
Codettas :     Four. 
Stretti :     None. 
Episodes :     Two. 

Dominant  Pedal  :     56 61  l> 

Coda  :     70 72. 


REMARKS. 

This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

The  Codettas  are  of  great  importance  in  this  Fugue  for  modulatory  purposes,  paving  the  way  for  the 
entry  of  the  Subject  and  Answer. 

This  Fugue  is  of  an  Instrumental  character,  which  accounts  for  its  assuming  such  an  extensive  compass 
in  its  latter  portion. 

At  bar  62  a  Bravura  passage  in  scale  form  is  started  in  the  Bass  and  rises  through  three  octaves, 
leading  to  the  Recapitulation  of  the  Subject  in  bar  65. 

Episode  I.  (bar  23)  is  formed  mainly  from  the  first  two  bars  of  the  Subject,  the  Bass  proposing  the 
rigure  in  the  key  of  D,  bar  23  (at  which  key  the  third  Codetta  has  landed  it).  This  is  freely  imitated  by 
the  Treble  at  two  bars'  distance,  the  Alto  being  formed  of  a  detached  figure  with  the  addition  of  suspensions. 

Episode  II.  (bar  45)  is  formed  upon  the  second  bar  of  the  Subject,  fhe  Imitation  starting  with  the 
Treble  and  working  downwards  through  the  Alto  and  Bass. 
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PRELUDE  XL. 


SUMMARY. 


This  Prelude  is  built  upon  the  following  figure : — 


Tonic  Pedal.- 


Bars  1 — 9  ('),  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Minor,  D). 

Bars  9 — 20  (1),  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic  Minor,  G). 

Bars  1 — 2,  Tonic  Pedal,  at  once  establishing  the  key. 

Bars  20 — 21,  Tonic  Pedal,  establishing  the  key  to  conclude  with. 

Bars  20  (2)— 21,  CODA,  on  Tonic  Pedal. 


REMARKS. 

Bars  5  and  6  with  slight  modifications  are  a  transposition  of  the  Opening  bars  a  fourth  higher. 

Period  I.  is  capable  ot  subdivision  at  bar  5  where  there  is  a  Perfect  Cadence  to  the  key  of  the  Sub- 
dominant  Minor  (C),  and  the  Onening  figures  are  stated  in  that  key. 

Period  II.  at  its  commencement  exactly  transplants  the  Opening  bar  of  Period  I.  into  the  key  of  the 
Dominant  Minor  (D).  It  is  capable  of  subdivision  at  11  (x)  where  there  is  a  Perfect  Cadence  into  the  key 
of  the  Tonic  for  the  moment. 


S281. 


PRELUDE  XL. 

G  MINOR. 
SHOWING  THE  STRUCTURE. 


p-'            Largo.  4  -  84. 

—a  h-  —  i  -T— 

3 

S=3—  j         4—  ] 

1     J  *  J     J-q 

PERIOD  I.  G  Minor.                    > 
J           -1         |J 

<                  Here  moving  to  ti 

e   Dominant   (D). 

_•_  —  -_j  —  ^ 

Here  to  the  Subdominant 

—  0        ^—  ^ 

^•^b  —  4=  

Tniiif.  Pedal  

i 

—  "I  ^  — 
'                                        ^ 

pi* 

p  _  Lp 
1 


^ 


^^ 


Minor 


(C). 


From        here        it        makes        for        its       Dominant       Minor       (D),       and       lands 


10 


11 


12 


n      .              |~ 

i      , 

I       i 

i 

/K  b   —  -j— 

•i     j      ! 

,  

''  -^                   IL** 

—  \ 

1            J 

—  1  

! 

—  '•  i  —  J  J- 

W-  i- 

there. 

PERIOD  II.      Here 

^ 
gently 

1 

—  •  — 

—  S  —  -M— 

back             to 

he 

Tonic, 

then 

>  f  Jr  f  J 

touching  C  Minor, 

-J-  !/•" 
*  ( 

—  —  H 

-1  1 

—  F  —  F 

r    f  ] 

— 

-1  1 

(  k—  a*  
e?  1^*  1!%  l 

13 


14 


15 


16 


-£ri>  

•  — 

~^s  J  '  • 

—  r—  —  ^  —  *  —  i  —  i 

1               1                1 

—  tra  —  :  —  «l  rt  — 

BP-   -r     i     «l 

^r     f     -r 

—  *  — 
to  ^ 
i 

T  *—  f 

^ 

_4S         S         i:  —  4*  — 

—  *  —  •  —  *  r  *r  — 

y7                                                        I 

G 

Minor, 

F             Minor,             ,  /        C         Minor,         gradually 

ra-p* 

J        -J-    .• 

*             J 

—  r^! 

^  —  i         r 

C_L  1  »  1 

17 


18 


19 


20 

CODA. 


returning  home  to  its 

J      J      r 


^ 


*  * 


Tonic,  and  firmly  clenching  its  key. 


Dominant  Pedal.- 
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FUGUE  XL.   (G  MINOR). 


IN   FOUR   PARTS. 


Andante  con  moto.  0  —  84. 


.    . 

„          -J-          ^        JS      |        J- 

j 

1—  J^ 

-J-J- 

V 

J-J- 

J- 

-^^-A- 

i-=fl 

—4:  

— 

ANALYSIS. 

ENUNCIATION  SECTION. 


Bars 


1(2) 

5(2) 

5(2)        g(2) 

9(2) 

13(2) 

13(2) 

17(2) 

17 

20 

20<2> 

24<2> 

24(3) 
28<2> 

_28 

32<2> 

36<2) 

36'2> 

40<2> 

40 

45 

45 

49<D 

49 

51 

51(2) 

55 

55 

59 

63 

63 

67 

67(2) 

69 

69<2> 
73 

_72 
75 

75  84 
79          8S<2) 

Subject  in  Tenor 

Tonal  Answer  in  Alto,  with  Counter-subject  in  Tenor 
Subject  in  Treble,  with  Counter-subject  in  Alto 
Answer  in  Bass,  with  Counter-subject  in  Treble 
Episode  I.,  modulating  from  D  minor  to  G  minor. 
Subject  in  Tenor,  with  Counter-subject  in  Bass 


MODULATORY    SECTION. 

Episode  II.,  modulating  from  G  to  D  minor. 

Subject  in  Alto,  with  Counter-subject  in  Treble 

Subject  in  Treble,  with  Counter-subject  in  Alto 

Answer  in  Bass,  with  Counter-subject  in  Treble 

Episode  III.,  modulating  from  F  to  Bb  major. 

Subject  in  Alto  and  Tenor  in  8rds,  with  Counter-subject  in  Bass 

Episode  IV.,  modulating  from  F  to  C  minor. 

Subject  in  Treble  and  Alto  in  6ths,  with  Counter-subject  in  Tenor 

Episode  V.,  modulating  from  C  minor  to  Eb  major. 

Subject  in  Tenor  and  Bass  in  3rds,  with  Counter-subject  in  Treble  and 

Alto  in  3rds 
Episode  VI.,  modulating  from  Eb  major  to  G  minor. 

RECAPITULATORY  SECTION. 

Subject  in  Tenor,  with  Counter-subject  in  Alto 

Subject  in  Treble  and  Tenor,  with  Counter-subject  in  Alto  and  Bass 

Codetta,  working  on  to  a  Perfect  Cadence  in  G  minor. 

Coda         

Subject  (slightly  altered)  in  Bass.     Reminiscence  of  Counter-subject  in 
Tenor  and  Alto  


KEYS. 

G  minor 
D  minor 
G  minor 
D  minor 

G  minor 


D  minor 
Bb  major 
F  major 

Bb  major 
C  minor 

Eb  major 


G  minor 
G  minor 

G  minor 
G  minor 


SUMMARY. 

Exposition:     Bars  1 17(2} 

Counter-exposition :     None. 
Codetta :     One. 
Stretti :     None. 
Episo'des :     Six. 

Pedal  (in  Treble  part) :     Bars  80.  82. 

Coda:     Bars  75 84. 
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FUGUE  XL. 


REMARKS. 

This  Fugue  has  a  "  tonal "  Answer,  and  would  be  called  a  "  tonal "  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

The  entry  in  the  Tenor  in  bar  20  is  merely  redundant,  in  order  to  show  the  Subject  in  the  Tenor 
register  accompanied  by  the  Counter-subject,  which  before  this  point  had  not  been  possible.  It  is  not 
therefore  a  partial  Counter-exposition,  as  might  at  a  first  glance  be  imagined. 

The  Counter-subject  is  built  in  three  short  sections,  and  is  capable  of  Inversion  not  only  at  the  Octave, 
but  also  at  the  Tenth  and  Twelfth. 

At  bars  32 36  and  45 .49  it  is  used    in    the    10th,  and    at    bars  28 32,    36 40,  and 

51 55  it  is  used  in  the  12th. 

The  subject  is  used  at  bars  45 49  and  51 55  in  3rds  and  6ths  respectively,  the  Counter-subject 

being  also   employed   at  the  same  time.     Still   more   remarkable   examples  occur  at  bars  59 63  and 

69 73,  where  both  the  Subject  and  Counter-subject  are  used  in  3rds.     This  not  only  shows  great 

ingenuity,  but  produces  an  almost  indescribable  richness  of  effect. 

Episodes  I.,  II.,  III.,  and  IV.  These  are  founded  upon  the  Counter-subject.  They  frequently  contain 
detached  figures  in  two — and  sometimes  three — of  the  parts,  the  fourth  part  being  continuous  as  a  rule. 

Episodes  V.  and  VI.  contain  in  their  earlier  portions  a  reminiscence  of  bar  4  of  the  Subject,  but  even 
in  these  two  Episodes  the  influence  of  the  Counter-subject  is  predominant. 

The  Coda  is  founded  upon  the  first  two  sections  of  the  Counter-subject,  chiefly  used  in  3rds  in  the 
upper  parts  A  more  staid  figure,  containing  suspensions,  is  allotted  to  the  Bass. 
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PRELUDE  XLI. 


The  employment  of  the  four  following  figures  is  notable  throughout  this  Prelude,  which  is  of  unusual 
length  and  pretension. 

2  3 


1 

TktL  i/^^-j^i — i  • — M — M — i 


SUMMARY. 

Bars  1 — 17,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  Eb). 
Bars  17 — 34,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Minor,  F). 
Bars  34 — 50,  PERIOD  III.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Subdominant  Major,  D7). 
Bars  50 — 77,  PERIOD  IV.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic.) 


REMARKS. 

The  construction  of  the  Opening  material  is  notable.  The  Bass  steps  downwards  through  the  notes 
comprising  its  common  chord,  a  slight  ornamentation  being  placed  between  the  principal  notes  of  the  chord 
(bar  1).  In  the  third  bar  the  same  structure  takes  place  upon  the  second  Inversion  (f ).  The  three  upper 
parts  are  made  up  of  plain  chords  with  the  insertion  of  an  occasional  Passing  Note  for  the  sake  of  vigour, 
the  whole  forming  a  block  of  work  (four  bars  in  length),  which  as  the  Prelude  proceeds  is  shifted  bodily  into 
the  following  attendant  keys  of  the  Tonic  :— (1)  at  bars  17—21,  into  the  key  of  the  Dominant  (Eb).  (2)  at 
bars  84—38,  into  the  key  of  the  Relative  Minor  (F).  (3)  at  bars  50—52  (curtailed)  into  the  key  of  the 
Subdominant  Major  (D9). 

The  different  curves  at  the  ends  of  Theme  II.  and  Theme  III.  should  be  noted. 

The  lower  part  of  Theme  II.  is  very  frequently  employed,  but  the  upper  part  is  not  again  used  m  its 
entirety;  on  the  other  hand  both  parts  of  Theme  III.  are  frequently  used,  and  in  conjunction  in  the  course 
of  the  movement. 

Theme  IV.  (which  first  appears  in  bar  11— upper  part),  seems  to  have  had  its  first  limb  of  four  notes 
thrown  immediately  over,  and  made  to  give  way  for  the  figure  proposed  in  bar  12,  to  every  other  detail  of 
which  it  is  similar.  It  however,  appears  again  in  full  force  and  in  an  ascending  Sequence  at  bar  44. 

It  is  also  note-worthy  that  all  these  figures  are  presented  as  early  as  possible  in  the  movement. 
The  Periods  are  not  capable  of  Subdivision. 


Bach— 48  Prcludss  and  Fogues.— Novello.        L 
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Th.  I. 


PRELUDE   XLI. 

At?  MAJOR. 

SHOWING  THE  STRUCTURE. 
2  3 


PERIOD  I.     A}?"    Major,     establishing    the     key. 


( Sequence,  descending  a  3rd  in  each  bar  to  end  of  bar  9.)          From 


Th.  III.- 


10 


12 


i 


qa:^— Lj-i-q '  ...^-T-!-,     a^T^—  ..^i   !/-vJ^ 

i^=i=y  — ^  ;       '^ ,' — ^^i# 


— l  Th.  Ill 

here       it       moves       away       to 


the 


key 


of 


the 


(Sequence,  ascending  a  3rd  in  each 
bar  to  end  of  bar  14) 


13 


Th,  1.- 


17 


18 


19 


20 


Cadence. 


PERIOD  II.  Starting  in  the  Dominant. 


*^^^^^ 


"J^B-UK-J^ 
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PRELUDE  XLI. 


22 


23 


(Sequence,  descending  a  2nd 
in  each  alternate  bar,  to  bar  29. 
Fragment  of  Th.  I. — — — 
24 


Gently        returning        to         the      'Tonic, 


From         here        it         moves        away         and         for        contrast 


makes 


for 


r  rr  i?,*~v-i%.j^'^:::^=-r  *,*-*— JT^ 

i_u*»«- — i  1  :  r    *  i  r — r — F-H — P — *i-* 


Relative  Minor,  and 


Ut-»-t 1 — O—m>u — I-  M — 

)"*^"*      i        » WK^L   W- 


Sequence,  a  3rd  below  in  each  bar  to 
end  of  bar  48.     Compare  bars  8,  9. 


41 


-,.   Sequence  to  end  of  bar  43.  42 


43 


44 

Th.  IV.  Sequence  to  bar  47- 


S=i^^*--S3—    -^i--^1^ 
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45 


PRELUDE  XLI. 
46 


47 


50 


From          here          it          touches          upon          various          keys,         ( B?         Minor, ) 


This  figure  in  the  Bass  is  used  up  to  bar  00.  Th.  III. 


Th.  III.- 


J   Th.  III.- 


(F  Minor,) 


iii        .- v  r  ^<~-  r 


Major,  then  gradually  to  A?  and  its  Dominant  by 
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PRELUDE  XLI. 
63 


rp ,    YJT    Ascending  Sequence  to  bar  67. 

3=3 


r/i.  in.. 


Th.  III.- 


68 


pcf— r>^r  FT 


69 


70 


-  ^aa^      F=q^      —-^— 


72 


77 


Here        grasps        the         Tonic         key          and         clenches^/   it. 

E«E  J  t?^-. 
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FUGUE  XLI.  (A*  MAJOR). 


IN  FOUR  PARTS. 


Andante  sostenuto.      =  69. 


ANALYSIS. 


ENUNCIATION  SECTION 

KEYS. 

Bars     I'-1'      3<*'  i  Subject  in  Alto Ap  major 

i        3(-D      50*)  Tonal  Answer  in  Treble,  with  Counter-subject  in  Alto       ...         ...         ...      EP  major 

//        5 6  Codetta,  modulating  from  Eb  major  to  Ab  major. 

v        ft'-1'      8'*)  Subject  in  Tenor,  with  Counter-subject  in  Treble Ab  major 

"        8(-1)    10(^'  Answer  in  Bass,  with  Counter-subject  in  Tenor      ...         ...         ...         ...      Eb  major 

//      10 13  Episode  I.,  modulating  from  Eb  to  Ab  major. 

a      13'-3'    15(3)  Subject  in  Bass,  with  Counter-subject  in  Tenor      ...         ...      Ab  major 

a      15 16  Codetta,  modulating  from  Eb  major  to  F  minor. 

n      16(-3)    18(3)  Answer  in  Alto.     Counter-subject  absent      ...         ...         ...      Eb  major 

n      18_L32_20(3)  Subject  in  Tenor,  with  Counter-subject  in  Alto        ...         ....         ...         ...      Ab  major 

H      20 22  Codetta,  modulating  from  Ab,  through  Db,  and  back  to  Ab. 

»      22iiIL_24(^>  Subject  in  Treble,  with  Counter-subject  (first  part  only)  in  Bass Ab  major 

MODULATORY   SECTION. 

n      24 '-1'    26  (K)  Subject  in  Alto,  with  Counter-subject  in  Treble       F  minor 

//      26 32  Episode  II.,  modulating  from  Ab,  through  C  minor,  to  Eb  minor. 

•/      32  '-D    34 '*)  Subject  in  Tenor.     Counter-subject  absent Eb  minor 

»      35'-1'    37(1)  Answer  in  Treble,  with  Counter-subject  in  Alto       Bb  minor 

,.      37 (-3)    3fl(2)  Subject  in  Bass,  witn  Counter-subject  in  Treble      Db  major 

»      39 41  Codetta,  modulating  from  Db  major  to  Ab  major.  I 

RECAPITULATORY  SECTION. 

»      41'~D    43'D  Subject  in  Tenor,  with  Counter-subject  (altered)  in  Treble  ...         ...      Ab  major 

„      421i£>_44<3)  Stretto  I.     Answer  in  Bass.     Counter-subject  absent        ...         Ab  major 

«      46 50  Coda,  establishing  the  Tonic  key        ...          ..         ...         ...     Ab  major 

»      48('3)    50(3>  I  Subject  in  First  Tenor,  with  Counter-subject  in  Second  Tenor    ...         ...     Ab  major 


SUMMARY. 

Exposition:     Bars  1 10. 

Counter-exposition :     Bars  18_ 

Codettas :     Four. 

Stretto :     One  (incomplete). 

Episodes :     Two. 

Coda :     46iL)_.50. 


.24. 


S861. 


(  160 


FUGUE   XLI 


REMARKS. 

This  Fugue  has  a  "tonal "  Answer,  and  would  be  called  a  "tonal"  Fugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  to  the  second  note. 

The  Counter-subject  is  chromatic  in  character,  descending  gracefully  by  semitones.    At  bars  41 42 

it  is  broken  up  and  made  more  florid,  the  original  crotchets  giving  way  to  quavers  and  semiquavers. 

The  Subject  is  momentarily  altered  by  an  accidental  (Dtj)  in  bar  14,  to  accommodate  itself  to  the 
crotchet  D§  of  the  Counter-subject,  which  is  here  used  at  the  12th. 

At  bars  45 46  a  Bravura  passage  occurs  in  the  Bass,  accompanied  by  short  chords  in  the  upper 

parts,  after  the  fashion  of  the  organ  works. 

Episode  I.  (bar  10)  is  founded  upon  reminiscences  of  the  Subject  in  the  Tenor  and  Alto,  with  a  running 
Bass. 

Episode  II.  (bar  26)  in  its  early  portion  contains  a  series  of  Octave  skips  in  the  Treble,  fragments  of 
the  Subject  in  the  Bass  and  a  running  Alto.  Later,  fragments  of  the  Subject,  together  with  the  running 
figure  above-mentioned,  appear  in  all  the  parts. 

In  the  Coda,  at  bar  48,  the  Subject  is  present  in  its  entirety  in  the  Tenor,  and  ends  with  the  final 
chord  of  the  Fugue,  the  first  part  of  the  Counter-subject  being  also  employed. 

At  bar  49  a  fifth  part  (Second  Tenor)  is  added  up  to  the  conclusion,  in  order  to  impart  additional 
richness  to  the  harmony. 


8861.  •:  161 


PRELUDE  XLII. 


SUMMARY. 

This  Prelude  is  constructed  upon  the  following  figures  : — 

Th 

jf 


Bars  1 — 24,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  Dominant  Major,  D$,  double  bar). 

Bars  25 — 50,  PERIOD  II.  (starting  with  a  reproduction  of  the   Opening  material  in  the  key  of  the 

Dominant  Major,  and  ending  with  a  Perfect  Cadence  in  the  Tonic  Minor,  Gjf). 


REMARKS. 

Two  Themes  are  used  in  this  Prelude.  Theme  I.  (bars  1,  2)  is  divisible  into  two  contrasted  parts,  of 
one  bar  each.  Theme  II.  (which  makes  its  first  appearance  at  bar  8  (2)  in  the  upper  part),  has  also  two 
divisions,  (1)  at  bar  9(2),  (2)  at  bar  10  (2). 

At  bar  4,  the  position  of  the  two  upper  parts  contained  in  bar  2  is  Inverted,  the  Bass  remaining  the 
same  for  both. 

At  bars  5 — 8  a  new  detached  figure  appears  in  the  upper  parts,  and  is  worked  in  a  descending  Sequence. 

At  bars  8  (~2) — ll(i)  Theme  II.  appears  in  the  upper  part,  the  Bass  meantime  having  a  figure,  the  firs, 
five  notes  of  which  are  derived  from  Theme  I.  Both  parts  work  Sequentially  descending. 

At  the  start  of  Period  II.  the  Opening  Theme  is  transplanted  into  the  key  of  the  Dominant  Major  (DJf), 
Sequential  work  following  up  to  bar  29,  when  on  the  second  beat  of  this  bar  the  upper  figure  is  slightly 
altered,  thus  allowing  bar  30  also  to  be  in  Sequence  with  it. 

Bars  36—39  are  a  transposition  a  fifth  higher  of  bars  8 — 11  in  Double  Counterpoint. 
Both  Periods  are  capable  of  subdivision. 

Period  I.  divides  at  bar  8,  where  there  is  a  Perfect  Cadence  to  the  Dominant  Minor  (D#),  and  at 
bar  15  (4)  where  there  is  a  Perfect  Cadence  to  the  Supertonic  Major  (A#,  Dominant  of  the  Dominant). 

Period  II.  divides  at  bar  40(8),  where  there  is  a  Half  Cadence  on  the  Dominant  previous  to  the 
resumption  of  the  original  Theme  in  bar  41. 
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PRELUDE  XLII. 

The  concluding  bars  of  Period  II.  (bars  47—50)  should  be  compared  with  the  concluding  bars  of  Period 
I.  (bars  21— 24). 

This  Prelude  is  built  mainly  upon  the  early  Binary  framework,  but  there  are  many  indications  of  an 
endeavour  to  stretch  beyond  it  into  the  more  extended  form  as  seen  in  the  Modern  Sonata.  The  first  part 
ends  in  the  Major  key  of  the  Dominant,  and  the  second  part  begins  by  quoting  the  Opening  Theme  shifted 
into  the  new  key,  with  a  characteristic  figure  now  assigned  to  the  Bass ;  but,  what  is  notable  is  that  a  free 
rein  is  given  ^to  modulation,  making  the  whole  section  prophetic  of  the  more  ample  "  Developement 
Section,"  as  it  appears  in  the  Modern  Sonata.  The  Opening  Subject  is  recapitulated  (bar  41)  with  slight 
modification  in  the  interest  of  variety,  and  the  concluding  bars,  by  a  judicious  curve,  reproduce  in  the  Tonic 
key  the  corresponding  bars  which  appeared  in  the  Dominant  in  the  first  part  of  the  movement.  (Compare 
Preludes  XXXVI.  and  XXXIX.) 


PRELUDE  XLII. 

GJf  MINOR. 
SHOWING  THE  STRUCTURE. 


Andantino  con  espress. 
L_ 


100. 


x* 


JjjL 


PERIOD  I.  Gj  Minor,  CE 

tablishing  the  key. 

j-  £  ;  r 

j^  *^ 

t         -*-     -*- 

¥  1  ' 

From        here        it        moves 

:Zt  1  !  L^ 

1   i 

i         r 

—  i  

1  

-  '     V*             • 

10 


»— ri— I  ^ . — rdrrT 


gradually      away       to       its        Dominant        Minor 

-?'-•-*• 


From  here  by       '  Sequential         work          it 


t: 


13 


14 


e 


15 


16 


moves      gradually      along      to      its      Supertonic      Major      (Aj),      and      momentarily      lands      there. 


17 


18 


19 


20 


21 


22 


m 


i 


Touching  D*  Minor 


and  G£      Minor,      it      makes      distinctly     for     its     Dominant     Major     (Di),     and     lands 

I          N 


j  j    j  J  i  j  J  a^ 

•  j  »  I      i        j  I  I       ^H- 


^ 


•   j 


X* 


Eit 


T~r 
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PRELUDE  XLII. 


24 


J* 


25 


26 


27 


28 


there        by        a        Perfect        Cadence. 

I       J     J        N 


PERIOD  II.    Starting     here     in     the     Dominant     Major,     it     gradually 


29 


30 

" 


.31 


32 


34 


•  m    x»-*Tir  ijig  ^» 


works    along      touching      various       keys       momentarily. 

4 1— J 1- 


4    *  «i  h*p 
v    •>  3  fi 


-i3^-^ 


,37 


,38 


39 


13H 


}-. 


?  r  r  r  i  r 


R^— r-a— s^ 

IF  SF«  .  __ 

Here     it     begins     to     point     to     a     decided     landing    in     the 


S 


I 1- 


41 


-».  42 


,44 


45  ,^., 


j 


Tonic. 


From 


here 


to 


the 


end 


its  great 


^ 


iii 


iu 


^ 


^Ai^ 


46 


1 47 


48  49  _____  50 

>  firmly  the  Tonic  key. 


to 


establish 


w 
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FUGUE  XLII.   (Gff  MINOR). 

.    IN  THREE  PAXTS. 
Allegro  non  trofpo.  J-  =63. 


ANALYSIS. 

ENUNCIATION  SECTION. 


_75 
_79 


"  75_ 

//  79 83  < 

//  8311> 97 

»  97 101 

H  101 103 

1  103 107 

./  107 111 

i,  111 115 

//  115 125 


125 
129. 

185. 
189. 


.129 
.135 

.189 
.148 


Subject  in  Treble  

Real  Answer  in  Alto,  with  Counter-subject  in  Treble 

Codetta,  modulating  from  DJf  minor,  through  B  major,  to  Gjf  minor. 

Subject  in  Bass.     Counter-subject  absent 

Codetta,  modulating  from  B  major  to  Gjf  minor. 

Subject  in  Alto,  with  Counter-subject  in  Bass         ...         

Episode  I.,  modulating  from  Gjf  minor  to  DJf  minor. 

Answer  in  Bass.     Counter-subject  absent     ...          

Episode  II.,  modulating  through  B  major  to  Djf  minor. 
Answer  in  Treble.     Counter-subject  absent  ... 
Episode  III.,  modulating  from  DJf  minor  to  Gjf  minor. 
Subject  in  Bass.     Counter-subject  (slightly  altered)  in  Alto 
Codetta,  modulating  from  Gjf  minor  to  DJf  major. 

Theme  absent.     Counter-subject  in  Treble    ...          ...          

Codetta,  modulating  from  Djf  major  to  Gjf  minor. 

Theme  absent.     Counter-subject  in  Alto       


MODULATORY    SECTION. 

Theme  absent.     Counter-subject  in  Bass      ...         ...         

Codetta,  modulating  from  Cjf  minor  to  Gjf  minor. 

Theme  absent.     Counter-subject  in  Treble   ...         ...         ...         

Episode  IV.,  modulating  from  Gjf  minor,  through  Djf  minor,  and  back 
to  Gjf  minor. 

Subject  in  Bass,  with  Counter-subject  in  Alto          

Codetta,  modulating  from  Gjf  minor  to  DJf  minor. 

Answer  in  Treble,  with  Counter-subject  in  Alto 

Codetta,  modulating  from  Djf  minor,  through  Gjf  minor,  to  Cjf  minor. 

Subject  in  Alto,  with  Counter-subject  in  Treble 

Episode  VM  modulating  from  E  major  to  Gjf  minor. 

RECAPITULATORY  SECTION. 

Subject  in  Alto,  with  Counter-subject  in  Bass 

Episode  VI.,  modulating  from  Gjf   minor,   through    DJf,    and    back  to 
Gjf  minor. 

Subject  in  Treble,  with  Counter-subject  in  Alto       

Coda. 

SUMMARY. 

Exposition  :     Bars  1 17 ( J ' 

Counter-exposition:     88 59(1) 

Codettas :     Seven. 
Stretti :     None. 
Episodes :     Six. 

Dominant  Pedal :     Bars  98 95. 

Coda:     189 143. 


KEYS. 

Gjf  minor 
DJf  minor 

Gjf  minor 
Gjf  minor 
DJf  minor 
Djf  minor 
Gjf  minor 
Djf  minor 
Gjf  minor 

Cjf  minor 
Gjf  minor 

Gjf  minor 
DJf  minor 
E  major 

Gjf  minor 
Gjf  minor 
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FUGUE  XLII. 


REMARKS 

This  Fugue  has  a  "  real  "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

The  treatment  of  the  Counter-subject  is  exceptional.  At  bars  13,  33,  and  45  it  is  altogether  absent,  its 
place  being  occupied  by  a  part  written  in  ordinary  counterpoint.  At  bars  6(5,  71,  and  79  it  appears  by  itself, 
the  subject  at  these  points  being  absent. 

At  bar  19  the  Subject  in  the  Alto  is  called  "  a  redundant  entry,"  being  contrived  to  show  the  Counter- 
subject  in  a  different  position  as  regards  the  Subject  from  that  which  it  occupied  in  the  Exposition.  Here 
it  is  below  the  Subject ;  in  the  Exposition  it  was  above  it  (see  bars  5  and  onwards). 

The  keys  of  the  Tonic  and  Dominant  reign  supreme  for  70  bars  (roughly  speaking,  through  half  of  the 
entire  Fugue),  when  the  Counter-subject  is  brought  in  by  itself  in  the  key  of  the  Subdominant  minor  (CJ). 

The  Codettas  are  numerous  and  of  great  importance  (see  Analysis). 

The  Episodes  are  of  simple  construction.  They  are  built  upon  reminiscences  of  the  Subject  and 
Codettas. 
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PRELUDE    XLIII. 


SUMMARY. 

Bars  1 — 9  (7),  PERIOD  I.  (ending  with  a  Cadence  in  the  key  of  the  Dominant,  E). 

Bars  9  (7) — 20(1),  PERIOD  II.   (starting  with  the  Theme  by  Inversion  in  the  Dominant  and  ending 
with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  A). 

Bars  20 — 30  (7),  PERIOD  III.  (starting  with  a  Reproduction  of  the  Opening  material  and  ending  with 
a  Perfect  Cadence  in  the  key  of  the  Tonic,  A). 

Bars  30  (')— 33,  CODA  on  Tonic  Pedal  firmly  clenching  the  key. 


REMARKS. 

This  Prelude  is  constructed  mainly  upon  one  short  Theme,  which  is  however  very  frequently  employed 
by  Inversion,  its  first  appearance  in  that  form  being  at  bar  9  (1)  in  the  Bass  part. 

The  Theme  is  present  in  almost  every  bar,  sometimes  appearing  by  similar  and  contrary  motion  in  the 
same  bar. 

Period  III.  reproduces  the  Opening  material  in  the  Original  key,  and  by  similar  motion. 


Grazioso  e  dolcc.  *  •  -  84. 


Th.- 


1 


PRELUDE  XLIII. 

(7iV  THREE  PARTS.) 

A  MAJOR. 
SHOWING  THE  STRUCTURE 


r/i.. 


Tli. 


ibcte 


r~ 


PERIOD  I. 


A  Major,  establishing  the  key. 


---  jr 


From         here         it         works         away,         and         d^tinctiy        makes         for         the         key 

^ 


ct 


T/;.. 


(  107  ) 


Th.  Inver,- 

m 


PRELUDE    XLIII. 
10 


11 


12 


FA 


the  Dominant.      pERIOD  n  Then        easily        touching         B         Minor,  moving  gently 


•p. 


TA. 


Th.  Inver. - 


Th.- 


Th.- 


14 


^te^fj^ 


round 


and 


points        to      a      momentarily     landing     in     the     original     key. 


Here      gently 


TA.  I  liver. - 


Tonic  Fed.- 


touching        its         Subdominant         Major         (D),         and         easily          moving        through         B          Minor,         it         begins 


TA.- 


TA.- 


_JTA, 


25 


26 


TA. 


27 


28      TA.- 


.T- 


=3? 


n          n 

=^J-^- 


from        D,       to       point        homewards       to       the        original       key. 


T— F 

Here 


establishes        its        key 


CODA.     Here     it     binds     down     the     key    firmly 


Th.  Inver. 

JE-i 


Th.  Inver. 


f .  *j 


.  -  , 

' 


Th 1 

with      its      own      Pedal. 


m 


•Jtt. 


I 

Tonic  Ped. 


c 
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FUGUE  XLIII.    (A  MAJOR). 


IN   THREE  PARTS. 


Allegro  moderate.  J  -  88.  ^    _f.    ' 

-    m -0- m    -  -0-  m       ~~*~    ~*~~, r~ 


ANALYSIS. 

ENUNCIATION  SECTION. 

KEYS. 

Bars  I'"1'      2'3'     Subject  in  Bass A 

x  2  (-3'      4          Real  Answer  in  Alto.     No  Counter-subject E 

n  4 5  Codetta,  modulating  from  E  to  A. 

H  5'-1'      6'3'     Subject  in  Treble           A 

n  fi(3)       7  Codetta,  modulating  from  A  to  E. 

it  7'-1>      ft'3)     Answer  in  Bass  ...         ...         ...         ...         E 

MODULATORY    SECTION. 

ii        8(3)       9(3)  Codetta,  modulating  from  A  major  to  Fjf  minor. 

„        9'-3'    11  Subject  in  Treble    '        F#  minoi 

»  11 12  Codetta,  modulating  from  F$  minor  to  CJf  minor. 

n  12'"1'    13(3>  Answer  in  Alto C£  minor 

H  13(3)      Ifi  Episode  I.,  modulating  from  CJf  minor  to  A  major. 

n  16!-iL_17<3)  Subject  (slightly  altered)  in  Bass        A 

n  17(3)      20  Episode  II.,  modulating  from  A,  through  B  minor  and  back  to  A. 

.•'  20 21  <3>  Subject  in  Treble  D 

//  21HL_23<3>  Episode  III.,  modulating  from  D,  through  A  to  E. 

n  23H1_25  Answer  (slightly  altered)  in  Alto         E 

*  25 27(4>  Episode  IV.,  modulating  from  E  to  A. 

RECAPITULATORY  SECTION. 
„      27  (-4)    29       |  Subject  in  Treble  (slightly  altered) ,  |  A 


SUMMARY. 


6. 


Exposition  :     Bars  1_ 
Counter-exposition :     None 
Counter-subject :     None. 
Codettas :     Four. 
Stretti :     None. 
Episodes :     Four. 


REMARKS. 

This  Fugue  has  a  "  real  "  Answer,  and  would  be  called  a  "  real "  Fugue. 

Episode  I.  (bar  13)  contains  suggestions  of  the  Subject  in  the  two  upper  parts,  with  an  independent 
Bass. 

Episode  II.  (bar  17)  differs  from  Episode  I.  in  having  the  suggestions  of  the  Subject  in  the  Bass,  and 
at  bar  18(3)  contrary  motion  is  employed.  The  two  upper  parts  consist  of  free  imitations  on  a  short  figure 
of  the  same  character  as  that  employed  in  the  Bass  of  the  former  Episode. 

Episode  III.  (bar  21).     In  this  the  suggestions  of  the  Subject  are  shared  by  all  the  parts. 

Episode  IV.  (bar  24).  This  is  much  the  same  in  formation  as  Episode  III.,  but  the  figure  is 
occasionally  taken  by  contrary  as  well  as  by  similar  motion. 

82-51.  (  169  ) 


PRELUDE   XLIV. 


SUMMARY. 

This  Prelude  is  built  upon  the  following  figures  (Theme  I.,  Bass,  Theme  II.,  Treble),  which  change 
places  with  each  other,  at  the  distance  of  one  bar,  throughout  the  greater  part  of  the  movement : — 


Th.  II. 


PERIOD  I. 


Th.  I. 


Bars  1 — 16,  PERIOD  I.  {ending  with  a  Half  Cadence  on  the  Dominant  Major,  E). 
Bars  17—32,  PERIOD  II.  (ending  with  a  Perfect  Cadence  on  the  Tonic  Minor,  A). 


REMARKS. 

This  Prelude  is  divided  into  two  parts  of  equal  length,  separated  by  the  double  bar,  and  is  built  mainly 
upon  two  Themes,  in  length  a  little  more  than  a  bar  each,  possessing  strong  characteristics,  and  written  in 
Double  Counterpoint  with  each  other.  For  example,  the  Treble  of  bar  1  becomes  the  Bass  of  bar  2  and 
vice  versa.*  Excepting  in  one  instance  at  bar  28  (~2)  (Bass  part),  the  two  Themes  always  appear  braced 
together;  eight  recurrences  being  found  in  each  division  of  the  movement.  The  Connecting  or  Episodal 
work  placed  between  the  statements  of  the  two  Themes  in  the  Attendant  keys  is  taken  mainly  from  bar  3, 
used  in  the  first  part  of  the  Prelude  by  direct,  and  in  the  second  part  by  contrary  motion.  These  Episodal 
bars  are  Nos.  3,  6,  7,  10, 12,  and  14  in  the  first  part,  and  19,  20,  23,  24,  27,  and  29,  in  the  second  part. 

At  bars  4  and  5  the  Themes  appear  in  the  Dominant  Minor  (E),  covering  the  same  ground  (two  bars) 
as  at  the  commencement.  When  bar  8  is  reached,  however,  the  ground  occupied  in  the  key  for  the  time 
being  is  of  half  the  original  duration,  one  bar  sufficing  instead  of  two,  because  Double  Counterpoint  is  not 
immediately  brought  to  bear  upon  them.  This  frequently  occurs  after  this  point. 

The  great  characteristic  of  Period  II.  is  its  employment  of  both  Themes  by  Inversion,  and  the  ascendancy 
of  this  device  in  this  part  of  the  Prelude.  When  bar  25  is  reached,  we  meet  with  both  Themes  again  stated 
in  their  original  form,  but  in  the  very  next  bar  they  are  used  by  Inversion.  Only  when  two  bars  off  the 
end  are  they  again  brought  in  in  their  original  form,  to  give  additional  unification  to  the  piece,  and  to  help 
to  clench  its  conclusion  firmly  in  the  Tonic  key. 

The  device  of  Imitation  reigns  supreme  in  this  Prelude,  being  found  in  one  shape  or  other  in  every  bar, 
except  the  final  bars  of  the  two  great  divisions  of  the  movement.  It  also  shows  some  of  the  most  closely- 
knit  and  ingenious  workmanship,  perhaps,  in  the  whole  collection. 


*  This  immediate  working  of  the  Themes  in  Double  Counterpoint  takes  up  two  bars— i.e.,  one  bar  for  (he  statements,  and  another  to 
thow  them  placed  above  or  below  each  other. 
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PRELUDE  XLIV. 

(/AT  TWO  PARTS.) 

A  MINOR. 
SHOWING  THE  STRUCTURE. 

2 


From  here  it          moves 


PERIOD  I.  A  Minor,  establishing  the  key. 


Th.  I.. 


,  Th.  I. 


L  6  Imitation  of 


Here     it     touches     A     Minor,     then     makes 


Th.  I. 


.  for  Imitation- 


Bass  of  bar  6  (—1)  a  fourth  above.- 
-*-    7 


Th.  I. 


then  to          the         Subtonic         Major         (G), 


Relative  Major       (C), 


TA.  /.- 


11 


next  working  to  its  Subdominant  Minor  (D),  then  makes  ]  for  A  Minor!  and  repeats  Th.  I.  in  Bass, 


14 


Sequence  of  bar  14  (3). 
15 


16 


m 


pointing    to    a        landing  on  the   Dominant  Major    by    a     Half    Cadence. 


Bach— 48  Preludes  and  Fugues.— Novella        M 


82.it. 


Th.  I.  Inver. 


PRELUDE  XLIV. 
18 


PERIOD  II.       At       once       inverting       both       Themes        it        passes        through        D,        then        F        Major,        A        Minor, 


25 

Th.  II.  Original  form, 


^fHP^  ^"^tra^^P^^^^ 


Here        it        places        both        Themes 


the  Original  key. 


in  its  own  key,  and  effectually  clenches  it 


J  Th.  I.  Original/arm. 


S2U. 


(  172) 


FUGUE  XLIV.  (A  MINOR), 


IN  THREE  PARTS. 
Andante  maestoso.  »  =  66. 


i<?y  4 

9 

1 

j$^ 

"V'!    r  i 

zg  — 

.^4 

r 

1     1  1  1 

Bars 


5_ 

6J1> 


5  <*> 
6 

8™ 


8_ 


H(3) 


IT3' 
IS'2' 
15 


19 

2112L 
23 


_25«> 


ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Bass  ...         ...         

Tonal  Answer  in  Alto,  with  Counter-subject  in  Bass 
Codetta,  modulating  from  A  minor  to  C  major. 
Subject  in  Treble,  with  Counter-subject  in  Alto 

MODULATORY    SECTION. 

Episode  I.,  modulating  from  A  minor  to  C  major. 
Subject  in  Bass,  with  Counter-subject  in  Treble 
Episode  II.,  modulating  from  C  major  to  E  minor. 
Answer  in  Treble,  with  Counter-subject  in  Alto 
Episode  III.,  modulating  from  E  minor  to  A  minor. 
Subject  in  Alto,  with  Counter-subject  in  Bass 
Episode  IV.,  modulating  from  A  minor  to  D  minor. 
Subject  in  Treble,  with  Counter-subject  in  Bass 
Episode  V.,  modulating  from  D  minor  to  A  minor. 


27 


28 


Subject  in  Bass. 
Coda 


RECAPITULATION  SECTION. 
Counter-subject  absent 


KEYS. 

A  minor 
E  minor 

A  minor 


C  major 
E  minor 
A  minor 
D  minor 


A  minor 
A  minor 


SUMMARY. 


Exposition  :     Bars  1 8. 

Counter-exposition  :     None. 
Codetta:     One. 


Stretti :     None. 
Episodes :     Five. 
Coda  :     Bars  27_ 


_28. 


REMARKS. 


;  tonal  "  Fugue. 


The  alteration  in  the 


This  Fugue  has  a  "  tonal  "  Answer,  and  would  be  called  a 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

The  Counter-subject  is  absent  on  one  occasion,  bars  26 27. 

The  Subject  at  bar  17  has  its  first  note  altered.  At  bars  9  and  25  a  note  is  inserted — a  Passing  Note — 
between  its  first  and  third  notes.  These  slight  alterations  are  made  in  order  to  make  the  workings  even 
more  elegant. 

The  Episodes  are  very  regular  as  to  position,  one  Subject  (or  Answer,  as  the  case  may  be)  standing 
between  each.  Their  modulations  also  are  very  simple.  The  material  for  them  all  is  drawn  from  three 
sources,  (1)  the  last  four  notes  of  the  Subject,  (2)  the  early  part  of  the  Counter-subject,  and  (3)  the  detached 
demisemiquaver  figure  of  the  Codetta. 

Episode  I.  (bar  8).  This  is  constructed  in  its  first  bar  from  the  four  last  notes  of  the  Subject,  which 
are  here  assigned  to  the  Treble,  the  Contralto  being  formed  from  the  detached  figure  of  the  Codetta,  the 
Bass  part  being  complementary. 

Episode  II.  (bar  11)  is  built  upon  the  last  notes  of  the  Subject,  the  last  notes  also  of  the  Counter- 
subject  being  added  to  it. 

Episode  III.  (bar  15)  in  its  first  bar  has  the  detached  figure  of  the  Codetta  in  the  Treble  and  Bass, 
and  reminiscences  of  the  last  notes  of  the  Subject  in  the  Alto.  Its  second  bar  employs  reminiscences  of  the 
early  part  of  the  Counter-subject. 

Episode  IV.  (bar  19)  is  formed  in  the  Bass  upon  the  last  figure  of  the  Counter-subject.  Upon  this  Bass 
a  new  theme  is  proposed  by  the  Treble  (bar  19*'1')  which  is  imitated  by  the  Alto  in  the  fifth  below. 

Episode  V.  (bar  23)  is  mainly  built  upon  the  last  four  notes  of  the  Subject,  and  the  detached  figure 
of  the  Counter-subject. 

Bars  25 26  are  of  a  Bravura  character. 


The  Coda  is  built  upon  suggestions  of  the  latter  part  of  the  Subject  and  Counter-subject. 


8251 


(  173  ) 


PRELUDE    XLV. 


SUMMARY. 

This  Prelude  is  built  mainly  upon  the  following  figure,  which  is  frequently  used  by  contrary  motion  as 

the  movement  proceeds  :  — 


Th.i. 


The  two  following  Themes  are  also  very  notable  : — 


Th.  III. 


=  &c. 


fc 


.13 


15 


&c. 


and  the  blocks    of  work   in    which   they   appear  and  are  in  fact  the  main-stays  in  the  first  part   of  the 
movement,  are  bodily  shifted  into  different  keys  in  the  second  part.     (See  "  Remarks"  below.) 

Bars  1—32,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant,  F,  double  bar). 
Bars  33—76,  PERIOD  II.  (ending  with  a  Deceptive  Cadence  on  the  Third  Inversion  of  the  Dominant  7th). 
Bars  76 — 87,  CODA  (forming  a  very  effective  and  brilliant  conclusion  to  the  movement). 


REMARKS. 

This  Prelude  has  two  main  divisions  separated  by  the  double  bar.  The  number  of  parts  employed  in 
the  course  of  its  construction  varies,  mostly  three  parts  are  used,  but  on  several  occasions  only  two. 

Three  important  blocks  of  work  which  are  employed  in  the  first  part  of  the  movement,  founded  on  the 
Themes  given  above,  will  be  found  also  in  the  second  part.  They  are  (1)  the  Opening  bars  as  a 
Recapitulation  in  the  Tonic  at  bar  49  and  onwards.  (2;  Bars  9—13,  which  in  the  first  part  of  the  movement 
are  working  in  the  key  of  the  Dominant,  reappears  at  bar  53  and  onwards  transposed  into  the  Tonic. 

(3)  Bars  13—17  are  also  transposed  at  bars  37—41. 

/ 
Both  Periods  are  capable  of  subdivision. 

Period  I.  divides  into  five  sections : — 

(1)  At  bar  4  (3j,  where  there  is  a  Half  Cadence  on  the  Dominant  of  the  original  key. 

(2)  At  bar  8  (4),  where  there  is  a  Half  Cadence  on  the  Dominant  of  F. 
(8)  At  bar  18  t1),  where  there  is  a  Half  Cadence  on  the  Tonic  (Bi?). 

(4)  At  bar  17  (x),  where  there  is  a  Perfect  Cadence  in  the  Subdominant  (E?). 
Bars  17 — 32  are  not  capable  of  subdivision. 
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PRELUDE   XLV. 

The  second  half  of  the  movement  divides  into  four  sections,  which  are  longer  and  the  work  contained 
in  them  more  massive  than  in  those  composing  Period  I. 

(1)  At  bar  48  (3),  where  there  is  a  Perfect  Cadence  in  the  key  of  the  Relative  Minor  (G),  leading  to  the 
Recapitulation  of  the  Opening  bars  in  the  key  of  the  Tonic. 

(2)  At  bar  64  (8),  where  there  is  a  Half  Cadence  on  the  Dominant  of  Bb. 

(8)  At  bar  76,  where  there  is  a  Deceptive  Cadence  on  the  third  Inversion  of  the  Dominant  chord, 
followed  by  a  momentary  pause  previous  to  the  Coda. 

The  principal  material  forming  the  Opening  of  Period  II.  is  taken  from  Theme  I.  freely  used  by 
Inversion. 

The  Coda,  which  is  mostly  in  two  parts,  is  built  chiefly  on  fragments  of  Theme  I.,  tossed  about  in 
similar  and  contrary  motion  simultaneously. 

This  Prelude  is  the  most  advanced  in  "  form  "  of  any  of  the  "  Forty-eight,"  pointing  as  it  does  in  the 
most  unmistakable  manner  to  the  Modern  Sonata  form.  The  Second  Subject  in  the  key  of  the  Dominant— 
the  complementary  key— begins  at  bar  9,  its  definiteness  of  entry  being  notable.  This  is  transposed  into  the 
Tonic  key  in  the  second  part  of  the  movement.  The  part  immediately  following  the  double  bar  starts 
without  any  very  direct  allusion  to  former  material ;  a  free  rein  is  almost  at  once  given  to  modulation,  and 
the  treatment  of  the  whole  section  points  to  the  modern  "  Developement "  or  "  Free  Fantasia."  Next,  the 
Opening  subject  slightly  curtailed,  appears  as  a  Recapitulation,  and  then  the  material  is  drawn  forcibly 
onwards,  until  it  meets  a  Deceptive  Cadence  on  the  heaviest  Inversion  of  the  Dominant  chord,  and  the 
brilliant  and  effective  Coda  which  follows  is  prophetic  of  the  great  Codas  of  Beethoven. 


Allegro  c  brilliante.  *  •  -  116. 


PRELUDE  XLV. 

(MOSTLY  IN   THREE   PARTS.) 

Bb    MAJOR. 

SHOWING   THE   STRUCTURE. 
3 


PERIOD  I.     B?  Major,  establishing  the  key. 


From  here  it  gradually  moves  away,  touches  G  Minor, 


^ 


-m-- 

and  then  distinctly  makes  for  the  key  of  the  Dominant. 


From  here  it  gently  moves  back  to 
the  Tonic. 


13 

Sequence  (descending)  to  bar  17.    AA 

.    — 

r 


15 


16 


17, 


Here     it     touches     Sequentially     various     Attendant    keys,      and     again      gradually     returns     home      to      B?.  From     here 

Vs 
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19 


20 


PRELUDE  XLV. 
21  22 


23 


24 


25 


^^^^  ^ ^ 


it   works    in    a    determined    manner    into    the    region    of    the     Dominant     (F),    and    concludes    the    first     part    of    the 
i 


-r^*-- 


Prelude     in     that    key.  (It  moves  here  momentarily  into  these  keys  to  gain  colour.)     Here  it  firmly  clenches  the  Dominant  key. 


Sequence  (descending)  to  bat  40. 


Sequence  (ascending)  with  bars  33,  34. 
34   ,  ,    35   ,  ,36 


39 


PERIOD  II.  Starting  in  the  Dominant,  it  at  once  begins  to  work  Sequentially  and  thus  touches  in  its  course,  various  keys. 


46 


Here    it    begins    to    point    decidedly    to    G    Minor,    its    Relative,     and    momentarily 

JL 

-*-•$*-•  -*- 


T'     " — r-m—m ^-= ,    f  '1 

g*'»*y*F'r    •  •    r  ^ 


47 


48 


50 


51 


52 


-tr: .. 


53 


•"^P-         I  m     -~-*-0-f-f.  ™- •  L»  -      —  

—    ^CJ^  (B^  MaJ°r>) 

there.  Here  (with  slight  modifications)  it  reproduces  the  Opening  bars, 

L       -  •*•'  Jt. 

••i.-n-rr-P" 


lands 
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PRELUDE  XLV. 


54 


55 


58 


59 

/• 

.  ,.  g 


60 


c*sii2i 


LJ     LJ 

then  gently  touching  C  Minor, 


(E[>   Major,) 


£ 


(C  Minor,) 


^gf 


Sequence  to  bar  61. 


61 


62 


63 


64 


65 


66 


67 


g^igffigEa^^jffi^  j^;  ,\  j^gferoaai 


G  Minor,  and  works  forcibly  to  the  Dominant  (F), 


then   again   to  the   Tonic,  and  in   its   course   touching 


:*==i 


68 

»nd.-r-^ 


69 


70 
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various  Attendant  keys,  it  begins  to  point  to  a  momentary  landing 
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to  prepare  for  the  Coda. 


CODA. 
Starting 


in    Tonic,    touching  Ei?  Major,      F    Major, 


C     Minor, 


82 


83 


84 


85 


86 


87 


more        and        more        gaining        colour,        and        coming        to        a        brilliant        ending        in        the        Tonic. 
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FUGUE  XLV.  (Bb  MAJOR). 

!N   THREE  PARTS. 


Allegretto  e  vivace.  0-  120. 
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67 78 
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ANALYSIS. 

ENUNCIATION  SECTION. 

Subject  in  Alto    ...         ...         

Tonal  Answer  in  Treble.     No  Counter-subject 

Codetta,  modulating  from  F  to  Bb. 

Subject  in  Bass  ... 

Episode  I.,  modulating  from  B  to  F  major. 

Answer  in  Bass  ... 

Episode  II.,  modulating  from  B  to  F. 

Answer  in  Alto    ... 

Episode  III.,  modulating  from  F  to  B. 

Subject  in  Treble  


MODULATORY    SECTION. 

Episode  IV.,  modulating  from  F  major  to  G  minor. 

Subject  in  Bass  ...         ...         ...         ...         

Episode  V.,  modulating  from  G  minor  to  Eb  major. 

Subject  in  Alto 

Episode  VI.,  modulating  from  Eb  major  to  C  minor. 

Subject  in  Treble  

Episode  VII.,  modulating  from  C  minor,  through  G  minor  to  Bb  major. 

RECAPITULATION  SECTION. 
Answer  in  Treble  (slightly  altered)     ...         ...         


Coda 


KEYS. 

Bb 

F 

Bb 

F 

F 

Bb 

G  minor 
Eb  major 
C  minor 


Bb 
Bb 


SUMMARY. 

Exposition  :     Bars  liiL'  -17 (H). 
Counter-exposition  (incomplete) : 
Codetta :     One. 
Stretti :     None. 
Episodes :     Seven. 
Coda  :     Bars  82_  _93. 


REMARKS. 


The  alteration  in  ths 


This  Fugue  has  a  "tonal"  Answer,  and  would  be  called  a  "tonal"  Fugue. 
Answer,  for  the  sake  of  tonality,  is  made  in  the  fifth  and  sixth  notes. 

The  Answer  is  given  in  a  "  real "  form  on  two  occasions  in  bars  21  and  32. 

There  is  no  Counter-subject  in  the  strict  sense  of  the  term,  but,  as  if  to  compensate  for  this,  two 
short  themes  are  made  use  of,  and  they  appear  for  the  first  time  at  bar  33(3)  in  the  Treble  and  Bass. 
With  the  subsequent  entries  of  the  Subject  and  Answer  these  themes  are  used  in  Double  Counterpoint  of 
both  the  10th  and  12th. 

The  Episodes  are  simple  in  construction,  being  all  formed  from  the  Subject.  Their  position  also  is 
very  regular,  one  Subject  (or  answer,  as  the  case  may  be)  standing  between  each. 

The  Coda  is  constructed  upon  the  first  three  bars  of  the  Subject,  and  also  from  the  two  themes 

above-mentioned,  its  last  five  bars  being  taken  from  bars  28 32,  transposed  from  the  Dominant  into 

the  original  key. 
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PRELUDE  XLVI. 


SUMMARY. 

Bars  1 — 24,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic  Minor,  Bb). 
Bars  24 — 41,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Major,  Db). 
Bars  41 — 55,  PERIOD  III.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Subdominant  Minor,  Eb), 
Bars  55 — 70,  PERIOD  IV.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic  Minor,  Bb). 
Bars  70—83,  CODA  (firmly  establishing  the  Tonic  key). 
Bars  73 — 77,  Dominant  Pedal. 


REMARKS. 

This  Prelude  is  built  mainly  upon  Theme  I.  which  is  notable  for  its  character  and  extent,  extending  as 
it  does  to  bar  5.     In  the  course  of  the  Prelude  it  is  used  in  the  following  keys  : — 

In  bar  1  and  onwards  in  the  Alto  part  in  the  Tonic  Minor  (Bb). 

In  bar  8  and  onwards  in  the  Treble  part  in  the  Dominant  Minor  (F). 

In  bar  25  and  onwards  in  the  Bass  part  in  the  Tonic  Minor  (Bb). 

In  bar  31  and  onwards  in  the  Treble  part  in  the  Relative  Major  (Db). 

In  bar  42  and  onwards  in  the  Bass  part  (but  transferred  to  the  Alto  at  bar  44'2))  in  the  Dominant  of 

the  Relative  Major  (Ab). 
In  bar  48  and  onwards  in  the  Alto  part  (transferred  to  the  Treble  at  bar  50<2))  in  the  Subdominant 

Major,  (Gb). 

In  bar  55  and  onwards  in  the  Treble  part  in  the  Subdominant  Minor  (Eb). 
In  bar  62  and  onwards  in  the  Alto  part  in  the  Tonic  Minor  (Bb). 

The  first  six  notes  of  Theme  I.  are  used  momentarily  in  bars  5,  6  (Bass  part)  by  Inversion. 

A  new  short  Theme  in  quavers  (Th.  II.),  little  more  than  a  bar  in  length,  appears  at  bar  7(~*)  (Alto 
part),  and  does  a  remarkable  amount  of  work  throughout  the  Prelude,  in  its  original  and  inverted  forms 
it  appears  no  less  than  forty-seven  times,  being  the  great  factor  in  all  the  Episodal  work  between  the  entries 
of  the  Great  Theme,  and  also  frequently  appearing  with  it. 

The  Coda  is  built  chiefly  upon  the  material  of  Theme  II.,  used  both  by  similar  and  contrary  motion. 
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PRELUDE  XLVI. 

(IN  THREE  PARTS.) 

Bb  MINOR. 
SHOWING  THE  STRUCTURE, 


1         ,_ 

Risoluto  e  legato,  ey  —  60. 
Th.  I.  in  BV  Minor.' 


Imit.  of  bar 


(Bass  part). 
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PERIOD  L      Bb"  Minor,          establishing          the          key. 
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PERIOD  II. 


Here  gently 
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PRELUDE  XLVI. 
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PRELUDE  XLVI. 
56  57 
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CODA. 


Using  thematic 
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work,         and      also      placing      it      on 


Dominant  Pedal. 


Final  chord, 
Picardie. 
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FUGUE  XLV1.    (&>  MINOR). 


IN  FOUR  PARTS. 


Andante  e  maestoso.  *=  104. 


ANALYSIS. 

ENUNCIATION  SECTION 


s     1  5(1) 
5            9  (1> 
9          11 

Subject  in  Alto    ... 

B?  minor 
F  minor 

Bb  minor 
F  minor 

Bp  minor 
Bb  minor 

Db  major 
Db  major 
Db  major 

Bb  minor 
Eb  minor 

fib  minor 

Ab  minor 

Bb  minor 
Bb  minor 

F  minor 

Ab  major 
A7  major 

Bb  minor 
K>  minor 

Bb  minor 
R)  minor 

Real  Answer  in  Treble,  with  Counter-subject  in  Alto 
Codetta. 
Subject  in  Bass,  with  Counter-subject  in  Alto          ...          ... 

11           14(1) 

15          17 

Codetta. 
Answer  in  Tenor,  with  Counter-subject  in  Bass 

noi  (  i  ) 

21          27 

Episode  I.,  modulating  from  F  minor,  through  Db  major  to  Bb  minor. 
Subject  in  Tenor 

97               Q1  d) 

27          31  <3> 

Stretto  I.,  Answer  in  Alto 

31          33 

MODULATORY    SECTION. 

Codetta,  modulating  from  Bb  minor  to  Db  major. 
Subject  in  Treble            

33          37(1) 

33(3)     37(3) 

Stretto  II.,  Answer  in  Bass 

37          42 

Episode  II.,  modulating  from  Db  major  to  Bb  minor 
Answer  in   Tenor  by   Inversion,   with   Counter-subject   in   Alto   also   by 
Inversion 

42          46 

46          50 

Subject  in  Alto  by   Inversion,   with   Counter-subject    in   Tenor  also   by 
Inversion 

50          52 

Codetta. 
Subject  in  Treble  by  Inversion,  with   Counter-subject  in  Alto  also  by 
Inversion 

52          56 

56          58 

Codetta. 
Answer  in   Bass   by   Inversion,  with    Counter-subject    (second    part)    in 
Treble  by  Inversion    ... 

58           62 

62          67 

Episode  III.,  modulating  from  Ab  minor,  through  Eb  minor  to  Bb  minor. 
Subject  in  Tenor  by  Inversion... 

67          71 

fi7<3)     71 

Stretto  III.,  Answer  in  Treble  by  Inversion 

71           73 

Codetta. 
Subject  in  Alto  by  Inversion    ... 

78           77<l> 

73(3)      77(8) 

Stretto  IV.,  Answer  in  Bass  by  Inversion. 
Codetta. 
Subject  in  Treble  bv  Inversion 

78          80 

80          84(D 

800)     84(3) 

Stretto  V.,  Answer  in  Tenor    ... 

84          89 

Episode  IV.,  modulating  through  Eb  minor  to  Bb  minor. 

RECAPITULATORY  SECTION. 
Subject  in  Bass  ..                                                                                                   • 

89          9S(1> 

89<3)     93(3) 
93          96 

Stretto  VI.,  Answer  in  Alto  by  Inversion      

Codetta. 
Stretto  VII.,  Subject  in  Treble  and  Alto,  simultaneously  in  3rds... 
Answer  in  Tenor  and  Bass,  simultaneously  in  ^rds  by  Inversion.. 
Coda. 

96        lOO*1' 

9fi<3)        (,8(4) 

100        101 
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FUGUE  XLV1. 

SUMMARY. 

Exposition :     Bars  1 21. 

Counter-exposition  :     Bars  42 62 

Codettas :     Eight. 

Stretti :     Five.     (Three  complete,  two  incomplete.) 

Episodes :     Four. 

Coda:     Bars  100 101. 


REMARKS. 

This  Fugue  has  a  "  real  "  Answer,  and  would  be  called  a  "  real  "  Fugue. 

The  Counter-subject  is  employed  only  in  the  first  half  of  the  Fugue.  After  bar  60  it  disappears 
altogether,  its  ground  being  taken  up  chiefly  by  Stretti  of  the  principal  Theme. 

In  the  Exposition  the  Counter-subject  is  used  exceptionally,  being  given  to  the  Alto  voice  twice  in 
succession  (bars  5  and  11).  At  bar  11  we  should  have  expected  to  find  it  in  the  Treble  part. 

The  Counter-exposition  appears  unusually  late.  This  is  caused  by  the  fact  of  there  being  a  complete 
Stretto  after  the  first  Episode,  which,  in  the  present  case,  necessitates  another  Episode  after  it,  in  order  to 
make  the  requisite  modulation  before  the  Counter-exposition  can  enter.  In  this  Counter-exposition  the 
Theme  is  used  in  its  Inverted  form  through  all  the  parts.  The  Counter-subject  also,  though  not  used  in  its 
entirety,  is  subjected  to  the  device  of  Inversion. 

All  the  Stretti  are  constructed  at  the  distance  of  a  minim. 
Stretto  I.,  the  Answer  is  at  the  interval  of  the  7th  below. 

Stretto  II.,  the  Answer  js  at  the  interval  of  the  9th  below;  this  may  be  considered  as  a  continuation 
of  Stretto  I.,  though  a  short  Codetta  stands  between  them.  Thus  considered  the  four  entries  form  one 
complete  Stretto. 

Stretto  III.,  the  Answer  is  at  the  interval  of  the  9th  above. 

Stretto  IV.,  the  Answer  is  at  the  interval  of  the  7th  below.  The  same  remark  applies  to  these  Stretti 
as  to  Nos.  I.  and  II.  All  the  parts  being  Inverted,  these  together  would  form  a  complete  Stretto  by 
Inversion. 

Stretto  V.,  the  Treble  is  Inverted,  whilst  the  Tenor  is  used  by  similar  motion. 

Stretto  VI.,  the  Alto  is  Inverted,  whilst  the  Bass  is  used  by  similar  motion.  As  an  Episode  is  placed 
between  these  last  two  Stretti,  the  remark  does  not  apply  which  was  made  in  the  instances  of  I.  with  II. 
and  III.  with  IV. 

Stretto  VII.     This  is  a  complete  Stretto,  as  all  the  voices  take  part  in  it. 

The  Episodes  are  of  simple  construction,  being  formed  chiefly  from  fragments  of  the  Subject  and 
Counter-subject. 

The  great  devices  of  this  Fugue  are  : — 

(1.)  The  (Free)  Inversion  of  the  Subject,  producing  as  it  does  a  good  and  workable  Theme.     (See 
bar  42.) 

(2.)  The  capability  of  the  Subject  to  take  the  Answer  against  it  by  Inversion  at  the  distance  of  a 
minim  (bar  80). 

(8.)  The  capability  of  the  Subject  when  Inverted  to  work  with  the  Counter-subject,  also  Inverted 
(bars  42,  50,  52,  54,  58). 

(4.)     The  capability  of  the  Subject  and  Answer  to  work  in  Stretto  at  the  distance  of  a  minim. 
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PRELUDE   XLVII. 


SUMMARY. 

This  Prelude  is  constructed  mainly  upon  the  following  figure  :  — 

1 


Frag.  ofTh.  Inver. 


Bars  1  —  12,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant, 
Bars  12  —  23,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Tonic,  B) 
Bars  23  —  36,  PERIOD  III.  (ending  on  Dominant  with  its  Pedal,  F#). 
Bars  36  —  46,  PERIOD,  IV.  (ending  with  Perfect  Cadence  in  the  key  of  the  Tonic,  B) 
Bars  35,  36  (3),  Dominant  Pedal. 


REMARKS. 

Three  Themes,  contrasted  with  each  other,  are  used  in  this  Prelude. 

Theme    I.    almost   immediately   it   is   stated,   is   taken    by   the    second   voice    in    contrary   motion. 
(Bar  1  (-3),  Bass  part.) 

Period  II.  starts  with  a  new  Theme  (Theme  II.)  in  the  upper  parts  in  Sequence,  in  the  key  of  the 
Dominant,  a  rolling  figure  being  meanwhile  assigned  to  the  Bass  part. 

Period  III.  also  starts  with  a  new  figure  (Theme  III.)  in  the  upper  part. 

Period  IV.  reproduces  with  slight  modifications  the  Opening  bars  of  the  original  key. 

A   Third  part  is  occasionally  added  to  impart  fulness    to  the   harmony,  as  at  bars  11  (~*) — 15  (*), 
24  (-1)— 28,  and  also  at  35— 36  (8). 


Con  Anima 
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PRELUDE   XLVII. 

(IN  TWO  AND  THREE  PARTS.) 

B  MAJOR. 

SHOWING  THE  STRUCTURE. 


n  #  ftn              1 

1            1 

2 

3 

,    4     ,              5      i              «      i       tte-   7  -«. 

V  ifJJ-*it    -I        1 

/r  "J  *  JL  "4-    ^J         J 

s 

f^l           tt 

(fo          14-     a        2 

1— 

-2     P— 

-f  »— 

&          R- 

—  b—  t  ^-T- 

—  »-*  »-J  

__o  P 

2?  ^  —  8  9  "  —  "—  "  1  1  1  —  •—  g:  :Jg 
PERIOD  I.     B  Major,  establishing  the  key. 

j,    JL                                   m                                                 \ 

O"            ^^            °*            C»                                           1 
From             here            it             moves             gradually            away 
^"^               i 

IW^ilf*     SE         |           | 

1 

,       1 

«3 

-J  *— 

1  — 

—  F=-  —  P=  1 

—  -r+-  J  

—5?  sJ      U 

% 

1  1  1  —  j  — 

|*_l_t  J-  U_^  ^  =  .  L. 

8251. 


(185) 


PRELUDE  XLVII. 
10    ,  11 


Working  Sequentially. 


Bar  25  in  Sequence 
with  bar  24. 


PERIOD  III.  Pointing        here        to        its        Domi 
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for        a        landing        on         its         Dominant. 
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Dominant  Pedal. 
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FUGUE  XLVIT.  (B  MAJOR). 


IN  FOUR   PARTS. 
Andante  con  moto.  O  —  68. 


ANALYSIS. 


Bars 


1 

4(D 

K 

8(1) 

R 

10 

10 

IS*1' 

18'1' 
14 

14  
17 

19 

19 

22(1) 

22__ 
27 
80 

_27 
_30 
85 

85 

88 

38 

42 

42 

45 

45 

48 

48 

51 

B] 

58 

53 

56 

fifi 

60 

60 

68 

68 

75 

ENUNCIATION  SECTION. 

KEYS. 

Subject  in  Bass  ...         ...         ...         ...         ...         ...         ...         ..          ...      B 

Codetta. 

Real  Answer  in  Tenor,  with  Counter-subject  I.  in  Bass     ...      FJf 

Codetta,  modulating  from  FJf  to  B. 

Subject  in  Alto,  with  Counter-subject  I.  in  Tenor  ...         ...         ...         ...      B 

Codetta. 

Answer  in  Treble,  with  Counter-subject  I.  in  Alto  ...         ...         ...         ...      FJf 

Codetta,  modulating  from  FJf  to  B. 

Subject  in  Bass,  with  Counter-subject  I.  in  Treble  ...         ...         ...         ...      B 

Episode  I.,  modulating  from  B  to  FJf. 

Answer  in  Tenor,  with  Counter-subject  II.  in  Treble          ...  ..          ...      FJf 

Episode  II.,  modulating  from  FJf  to  B. 

Subject  in  Alto,  with  Counter-subject  II.  (fragment  of)  in  Tenor  and  in   ! 

full  in  Bass,  36 38          B 

Episode  III.,  modulating  from  B  to  FJf. 

Answer  in  Treble,  with  Counter-subject  II.  in  Alto  ...         ...         ...   1  FJf 

MODULATORY    SECTION. 

Codetta,  modulating  from  DJf  minor  to  GJf  minor. 

Subject  in  Bass,  with  Counter-subject  II.  in  Treble  ...         ...         ...      GJf  minor 

Codetta,  modulating  from  GJf  minor  to  CJf  minor. 

Subject  in  Tenor,  with  Counter-subject  II.  in  Alto CJf  minoi 

Episode  IV.,  modulating  from  CJf  minor  to  E  major,  and  closing  in  that  key. 
Subject  in  Tenor,  with  Counter-subject  II.  in  Treble.     (See  Remark  at 

bar  75) ...      GJf  minor 

Episode  V.,  modulating  from  GJf  minor  to  B. 


75 78 

78 85 

85 88 

88 98 

98 96 

96 104 


RECAPITULATORY  SECTION. 

Subject  in  Bass.     Fragment  of  Counter-subject  II.  in  Tenor,  with  the 
first  bar  of  the  Subject,  whereas  it  usually  appears  with  the  second  bar 
Epksode  VI.,  modulating  from  B  to  DJf  minor. 
Answer  in  Tenor,  with  Counter-subject  II.  in  Alto... 
Episode  VII.,  modulating  from  FJf  to  B. 
Subject  in  Treble,  with  Counter-subject  II.  in  Tenor 
Coda,  establishing  the  Tonic  key. 


B 


FJf 
B 


SUMMARY. 

Exposition  :     Bars  1 17. 

Counter-exposition :     Bars  27- 
Codettas :     Six. 
Stretti :     None. 
Episodes :     Seven. 
Coda :     Bars  96 104. 
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FUGUE   XLVII. 


REMARKS. 

This  Fugue  has  a  "real"  Answer,  and  would  be  called  a  "  real"  Fugue. 

The  Counter-subject  I.  is  never  used  conjointly  with  the  Counter-subject  II.,  and  it  entirely  disappears 
from  the  scene  of  action  after  bar  22 ;  in  short,  it  only  does  duty  for  the  Exposition  and  for  the  Redundant 
entry  (Bass  part)  in  bar  19. 

Counter-subject  I.  is  only  employed  in  Double  Counterpoint  in  the  Octave. 

Counter-subject  II.  is  capable  of  inversion  both  at  the  Octave  and  Twelfth,  and  at  bar  86  its  inversion 
in  this  latter  interval  appears  for  the  first  time,  inverting  the  Treble  of  bar  38. 

Episode  I.  (bar  22)  is  for  the  most  part  formed  of  new  material  in  four-part  Florid  Counterpoint, 
though  a  reminiscence  of  the  Counter-subject  I.  appears  in  the  Treble  of  bar  26. 

Episode  II.  (bar  80)  is  in  three  parts,  and  chiefly  aims  at  bringing  into  notice  the  Counter-subject  II. 
(in  the  Bass  and  Treble)  previous  to  its  combination  in  the  Twelfth  at  bar  36. 

Episode  III.  (bar  38)  is  in  three  parts,  suspensions  forming  one  of  its  chief  features,  reminiscences  of 
the  Counter-subject  II.  being  also  noticeable. 

Episode  IV.  (bar  56)  is  built  upon  the  Counter-subject  II.  in  the  Bass,  with  three  complementary  parts 

above. 

Episode  V.  (bar  63)  is  in  three  parts,  and  is  the  longest  of  the  Episodes  of  this  Fugue.  Reminiscences 
of  the  Counter-subject  II.  are  noticeable,  though  the  material  of  some  of  it  is  new. 

Episodes  VI.  (bar  78)  and  VII.  (bar  88)  contain  reminiscences  of  the  Counter-subject  II.  in  the  Bass 
part,  with  varied  Counterpoint  in  the  upper  parts. 
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PRELUDE  XLVIII. 


SUMMARY. 

Bars  1 — 17,  PERIOD  I.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Relative  Major,  D). 
Bars  17 — 41,  PERIOD  II.  (ending  with  a  Perfect  Cadence  in  the  key  of  the  Dominant  Minor, 

Bars  41 — 57,   PERIOD  III.   (ending  with  a   Half  Cadence  on   the   1st    Inversion    of  the    Dominant 
9th  Chord). 

Bars  57(8)— 66,  PERIOD  IV.  (ending  with  a  Perfect  Cadence  in  the  key  of  .the  Tonic,  B). 


REMARKS. 

This  Prelude  is  built  mainly  upon  four  Themes,  Themes  I.  and  II.  being  braced  together  on  two 
occasions,  (1)  at  the  commencement,  and  (2)  at  bars  17 — 20.  The  construction  of  these  two  Themes  is  also 
notable. 

Theme  III.  formed  of  three  detached  figures,  first  makes  its  appearance  in  bar  5,  being  placed  above 
Theme  I.,  which  was  used  in  the  upper  part  previously  (bars  1 — 4),  but  is  now  assigned  to  the  Bass. 

Theme  IV.  first  makes  its  appearance  at  bar  8  (~3)  (Treble  part),  and  is  chiefly  used  for  Episodal  work 
between  the  entries  of  the  big  Themes  I.  and  II. 

At  bars  21- — 24  (2)  still  another  figure,  built  chiefly  upon  the  ornament  of  the  Turn,  and  being  a 
sort  of  variation  of  Theme  II.  inverted,  appears  placed  above  Theme  I.  Though  this  figure  is  only  used  on 
one  other  occasion  (bars  59 — 62),  yet  its  position  is  important,  being  transposed  into  the  Tonic  key  in  the 
second  part  of  the  movement. 

Bars  9 — 14  also  appear  in  the  second  part  of  the  movement  transposed  a  fourtn  lower  (bars  45 — 50). 

Sequential  work  is  prominent  in  this  Prelude,  instances  being  bars  9 — 17  :  50 — 52,  and  54 — 57. 

Period  I.  is  capable  of  two  subdivisions,  (1)  in  the  middle  of  bar  4,  and  (2)  in  the  middle  of  bar  8. 

Period  II.  divides  in  the  middle  of  bars  20,  24,  28,  and  82. 

Period  III.  is  not  capable  of  subdivision. 

Period  IV.  has  two  momentary  divisions,  (1)  at  bar  62  (2),  and  (2)  at  bar64(8l. 
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Allepro.   d  =  76.        1 
Th.  I 


PRELUDE  XLVIII. 

(IN  TWO  PARTS.) 

B  MINOR. 

SHOWING  THE  STRUCTURE. 

2  3 


PERIOD  I.  B  Minor,  establishing  the  key. 


Th.  II.- 


Th.  IV.- 


Further  confirmation  of  the  Tonic  key. 


TA.  /. 


10 


11 


12 


ff^qg^f. 
*^=t= 


* 


tt= 


From  here 

*•-     r 

i 


it  moves 


away  and  works  Sequentially, 


I  I 


touching          various          keys,  then  points  to  a          landing          in  its  Relative  Major        (D). 


Th.  I.  in  Relative  Major  (D). 


TA.  //.  in  Relative  Major  (D). 


8261. 
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PRELUDE  XLVIII. 


Further          confirmation  of          the 


Tk  I.  in  Relative  Major  (D\. 


Th.  I.  in  E  Minor 


29 

Th.  I.  (in  E  Minor). 


30 


31 


32 


h-Tj  h-AiJffi"  ,  l*i. 

i   1  J    i    |    i  J 

-'         '     t»""  

and                                 remains 

in 

J    *   J    J    J   '-5 

its 

i 

...>^      >•    fmf 

~T  —  i  —  —  i_rr  r 

regio 

—  .—  —  j  —  i  
—  K  ^    II      i                                       1    -                        1 

a. 

,.  —  •£   ==r»>*ri 

Th.  III. 

r*       i          '       f 

^h  -TL^r^-1 

34 


36 


.13 


Here 


curving 


round  and 


touching  various  keys,  it 


88 


89 


r-r-fa-J' 


40 


41 


TA.  /.  in  F|  Jfiwr  (altered). 


makes 


for 


its 


Dominant 


Minor 


PERIOD  III.  In 


Fragment  bf  Th.  II. 
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PRELUDE  XLVIII. 


42 


44 


Th.  IV.— 

^ 


46 


di^^r 


onwards 


touching 


r 


^ 


» —  i 

J  Imit.  of  Treble,  bar  41.  Inver.  of  Treble,  bar  42. 


46 


47 


48 


49 


E^5= 


^ 


keys, 


begins 


56 


f     i        ^F — h*'"J     M   ^z::^*^::P 


PERIOD  IV.  Here 


gently     moving    to     the     Tonic,     using     Th.  I.     as     its     foundation. 


Here  gradually  acquiring 


its  harmonic  bases,  it  firmly  clenches  the  Tonic  key. 


8251. 
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FUGUE  XLVIII.    (B   MINOR). 

IN  THREE  PARTS. 


Allegretto  e  moderate.  0-  ~58. 


ANALYSIS. 


Bar?     1 


fi'3'      12<^> 


,      15(3)     21'*' 

"         21 26 

»      26'3)     82H) 


ENUNCIATION  SECTION. 


Subject  in  Alto,  followed  by  short  Codetta    ... 

Tonal  A  nswer  in  Treble 

Codetta,  modulating  from  Fjf  minor  to  B  minor. 

Subject  in  Bass  ... 

Episode  I.,  modulating  from  B  minor  to  F$  minor. 

Answer  in  Alto,  with  Counter-subject  (appearing  for  first  time)  in  Bass 


KEYS. 

B  minor 
FJ  minor 

B  minor 
F#  minor 


32 

35 

35<3) 

41  (H) 

41 

44 

44  <  3  )  50  (H) 

50 

54 

54(3) 

60 

60 

69 

69<3' 

72(D 

70 

76 

76 

81 

MODULATORY    SECTION. 

Episode  II.,  modulating  from  FJf  minor  to  D  major. 
Subject  in  Treble,  with  Counter-subject  in  Alto 
Episode  III.,  modulating  from  D  major  to  A  major. 
Subject  in  Bass,  with  Counter-subject  in  Treble 
Episode  IV.,  modulating  from  A  major  to  FJ  minor. 
Answer  in  Alto,  with  Counter-subject  in  Treble 
Episode  V.,  modulating  from  FJf  minor  to  B  minor. 
Subject  in  Alto.     Counter-subject  absent. 
Stretto  I.     Subject  in  Bass.     Counter-subject  absent 
Episode  VI.,  modulating  from  E  minor  to  B  minor. 


D  major 
A  major 
Fjf  minor 

E  minor 


RECAPITULATORY  SECTION. 


810)     87(i) 

Subject  in  Treble.     Counter-subject  absent  ... 

B  minor 

87      inn 

Coda         

B  minor 

96          99 

Subject  in  Alto.     Counter-subject  absent       ...         ... 

B  minor 

97          99 

Stretto  II.     Subject  in  Bass 

B  minor 

99<-3'100 

Subject  in  Treble,  ornamented  bv  oassine  notes 

B  minor 

SUMMARY. 

Exposition  :     Bars  1 21. 

Counter-exposition :     None. 
Stretti :     Two. 
Episodes :     Six. 
Coda  :     Bars  87 100. 
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FUGUE    XLV11I. 


REMARKS. 

This  Fugue  has  a  "  tonal "  Answer,  and  would  be  called  a  "tonal"  Pugue.  The  alteration  in  the 
Answer,  for  the  sake  of  tonality,  is  made  from  the  first  note  to  the  second. 

Both  the  Subject  and  Counter-subject  are  of  remarkable  construction,  the  former  for  its  "  Octave 
drops"  in  bars  8  and  4,  and  the  latter  for  the  descending  sequence  of  its  first  two  bars,  and  for  its  drops 
of  the  minor  and  major  sevenths  in  semiquavers. 

The  Counter-subject  does  not  appear  in  the  Exposition,  its  first  appearance  being  at  bar  29. 

It  is  late  in  joining  hands  even  when  the  Subject  has  begun,  not  joining  till  its  third  bar  (see  bars 
26 29).  At  bar  86  its  latter  part  is  transferred  from  the  Alto  to  the  Bass. 

Stretto  I.  is  incomplete.  Stretto  II.  is  complete  as  far  as  the  three  parts  are  concerned,  though  but 
very  little  of  the  subject  is  quoted. 

Episode  I.  (bar  21)  is  in  two  parts.  A  free  canon  on  figures  which  follow  the  first  enunciation  of  the 
Subject  in  the  Alto  part  is  proposed  by  the  Bass  and  imitated  at  a  bar's  distance  by  the  Treble. 

Episode  II.  (bar  32)  has  reminiscences  of  the  Counter-subject  in  the  Bass,  with  complementary  upper 
parts. 

Episode  III.  (bar  41)  is  formed  from  reminiscences  of  the  Subject  in  the  two  upper  parts,  with  detached 
figures  in  the  Bass. 

Episode  IV.  (bar  50)  has  a  running  Bass  formed  from  reminiscences  of  the  Subject,  with  complementary 
upper  parts. 

Episode  V.  (bar  60)  is  in  free  imitations  and  is  formed  on  the  figure  seen  in  the  short  Codetta  of  the 
Alto  of  bar  6. 

Episode  VI.  (bar  76)  is  much  the  same  in  construction  as  Episode  V.,  the  Alto  having  detached  figures 
assigned  to  it. 


H3fil 
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NOVE.LLO'S 

VIOLIN  &  PIANOFORTE  ALBUMS. 


*3- 
*4- 

•3. 

*6. 

7- 

8. 
*9- 

10. 
n. 

*I2. 

*I3. 
*I4. 


s.     d. 

Mendelssohn.— Four  Marches. 
Transcribed  by  B.  TOURS.  No.  i. 
Wedding  March ;  No.  2.  War 
March  of  the  Priests;  No.  3. 
Cornelius  March  ;  No.  4.  Funeral 
March  ...  ...  ...  ...  2  6 

Berthold  Tours. — Thirty  Melodies 
(expressly  written  to  be  used  in 
connection  with  the  Author's 
VIOLIN  PRIMER)  ...  ...  ...  2  6 

Mendelssohn.— "Elijah."  Ten 
Transcriptions  by  B.  TOURS  ...  !  o 

Gounod.  — "  Mors  et  Vita."  Ten 
Transcriptions  by  B.  TOURS  ...  2  6 

Battison  Haynes.  —  Twelve 
Sketches  ...  ...  ...  ...  2  6 

Siegfried    Jacoby.  —  Hungarian 

Dances  (Transcribed)      ...         ...     2     6 


Ippolito  Ragghianti.— Nine  Mor- 

ceaux  de  Salon 
Oliver  King.— Twelve  Pieces      ... 

Joachim  Raff. — Six  Morceaux  de 
Salon 

Siegfried  Jacoby.— Six  Charac- 
teristic Pieces.  For  Two  Violins 

Arcangelo  Corelli.  —Twelve 

Sonatas.    In  Two  Books.    Edited 
by  A.  DOLMETSCH.     Book  I. 

Arcangelo  Corelli.  Twelve 
Sonatas.  In  Two  Books.  Edited 
by  A.  DOLMETSCH  Book  II. 

Siegfried  Jacoby.— Eight  National 
Melodies  (Arranged) 

Gounod.  —  "  Redemption."  Nine 
Transcriptions  by  B.  TOURS 

•=15.  Arnold  Dolmetsch.— Twelve  Easy 


3     6 


3     6 


Pieces 


*i6.  J.  Haakman.  —Twelve    Charac- 
teristic Pieces 

17.  Handel.  —  Six  Sonatas.    The  Piano- 

forte Accompaniment  by  A.  DOL- 
METSCH 

18.  Arcangelo    Corelli.  —  Six    Trios. 

For  Two  Violins  and  Violoncello, 
or  Pianoforte  ;  or  as  Quartets, 
with  Violoncello  and  Pianoforte. 
Edited  and  the  Pianoforte  Accom- 
paniment by  A.  DOLMETSCH  ... 

19.  Kate  Ralph.  —  Six  Pieces  ...... 

20.  Various    Composers.  —  Fourteen 

Pieces          ...          ...         ...         ... 


21.  Various 
Pieces 


Composers.  --  Twelve 


*  These  Albums  may  also  be  had  arranged  for  Violoncello  and  Pianoforte. 


LONDON:    NOVELLO   AND   COMPANY,  LIMITED 

AND 

NOVELLO,  EWER  AND  CO.,  NEW  YORK. 


s     d 


3     6 


6 
6 

6 
6 
6 
6 
6 


22.  Various    Composers.  —  Thirteen 

Pieces          ...          ...          ...          ...     2 

23.  Rosalind  F.  Ellicott—  Six  Pieces    2 

24.  Arthur    Sullivan.  —  "Golden 

Legend."  Nine  Transcriptions 
by  B.  TOURS  ...  ...  ...  2 

25.  J.   MUller.  —  Forest  Pieces  (Op.  9)  2 

26.  Ethel  M.  Boyce.—  Eight  Pieces  ...  2 

27.  I.  B.  Poznanski.—  Ten  Pieces    ...  2 

28.  Ch.  de  Beriot.—  Eight  Pieces      ...  2 

29.  Henry  Purcell.  —Fourteen  Pieces. 

The  Pianoforte  Accompaniment, 
Marks  of  Expression,  Bowing, 
and  Fingering  by  ARNOLD  DOL- 
METSCH ...  ...  ...  ...  2 

30.  H.  W.  Ernst.—  Seven  Pieces        ...     2 

31.  F.  David.  —  Five  Pieces    ......     2 

32.  H.  Vieuxtemps.  —  Four  Pieces    ...     2 

33.  F.  Schubert.—  Six  Valses  arranged 

by  SIEGFRIED  JACOBY       ...         ...     2     6 


6 
6 

6 
6 


CHAMBER    MUSIC. 


VIOLIN  AND  PIANOFORTE. 

s. 

CORELLI,  ARCANGELO— 

Six  Trios  for  Two  Violins  and 
Pianoforte  (or  Violoncello) ;  or  as 
Quartets  (Pianoforte,  Two  Violins, 
Violoncello).  (Op.  I  and  2)  ...  3 

DAVIES,  H.  WALFORD— 

Sonata  (No.  i)  in  E  minor  (Op.  5)          2 
Sonata  (No.  2)  in  D  minor  (Op.  7)         4 

HINTON,  ARTHUR— 

Suite  (Op.  20)  5 

LEMARE,  E.  H.— 

Andantino  (for  Two  Violins  and 
Pianoforte) 2 

MACFARREN,  W.— 

Sonata  (No.  i)  in  F  ...         ...         ...     6 

Sonata  (No.  2)  in  D  ...         ...         ...     6 

RANDEGGER,  ALBERTO,  Jun.— 

Sonata  in  E  minor  (Op.  15)...         ...     6 

SELBY,  B.  LUARD— 

Sonata  in  B  minor  (Op.  21)...          ...     6 


CLARINET  AND  PIANOFORTE. 


LLOYD,  C.  HARFORD— 

Duo    Concertante    (for    Clarinet    or 

Viola  and  Pianoforte)        ...          ...     3     o 

STANFORD,  C.  VILLIERS— 

Three  Intermezzi  (Op.  13)  ...         ...     4     6 


VIOLONCELLO  &  PIANOFORTE. 


MACFARREN,  W.— 

Sonata  in  E  minor    , 


6     o 


PARRY,  C.  HUBERT  H.— 

Sonata  in  A    ...         ...         ...         ...     7     6 


VIOLIN,  VIOLONCELLO,  AND 
PIANOFORTE. 


PARRY,  C.  HUBERT  H.— 

Trio  in  B  minor 

STANFORD,  C.  VILLIERS— 

Trio  in  E  flat  (Op.  35) 

ZIMMERMANN,  A.— 

Suite  (Op.  19)  


10     6 


10     6 


7     6 


VIOLIN,  VIOLA,  VIOLONCELLO, 
AND  PIANOFORTE. 


PARRY,  C.  HUBERT  H.— 

Quartet  in  A  flat        


TWO  VIOLINS,  VIOLA,  VIOLON 
CELLO,  AND  PIANOFORTE. 


STANFORD,  C.  VILLIERS— 

Quintet  in  D  minor  (Op.  25) 


15 


STRING    QUARTETS. 


•BRIDGE,  FRANK— 

Phantasie  in  F  (Parts  only)... 

"HURLSTONE,  W.  Y.— 

Phantasie  in  A  (Parts  only) 


McEWEN.J.  B.— 

Quartet  in  A  minor  (Score) . 
Ditto  (Parts) . 

"WOOD,  HAYDN- 

Phantasie  in  F  (Parts  only). 


•  •  •     o 
8     o 


5     ° 


*  Prize-Winner  in  the  Cobbett  Musical  Competition. 


LONDON  :    NOVELLO  AND  COMPANY,  LIMITED 


NOVELLO,  EWER  AND  CO.,  NEW  YORK. 


"     MUSIC   FOR 

VIOLONCELLO  AND  PIANOFORTE 


CANTO    POPOLARE 

("IN   MOONLIGHT") 

ARRANGED  FROM  THE  CONCERT-OVERTURE 

"  IN  THE  SOUTH  "  (Op.  50) 

COMPOSED    BY 

EDWARD   ELGAR. 


Price  Two  Shillings. 

CHANSON   DE   NUIT 

COMPOSED    BY 

EDWARD  ELGAR. 

(Op.  15,  No.  i.) 
Price  One  Shilling  and  Sixpence. 


CHANSON   DE   MATIN 

COMPOSED    BY 

EDWARD  ELGAR. 

(Op.  15,  No.  2.) 
Price  Two  Shillings. 


DEUXIEME  MAZURKA 

COMPOSED    BY 

J.  HOLLMAN. 
Price  Two  Shillings. 


VIELLE  CHANSON 

COMPOSED   BY 

J.  HOLLMAN. 
Price  Two  Shillings. 


TRISTESSE 

COMPOSED    BY 

J.  HOLLMAN. 
Price  Two  Shillings. 


SIX  MORCEAUX 

COMPOSED    BY 

J.  HOLLMAN. 

Price,  complete,  Seven  Shillings  and  Sixpence 

or,  separately: — 

No.    „  s.  d 

1.  LEGENDE 2  o 

2.  PIZZICATI             2  o 

3.  AUBADE      2  o 

4.  ANDANTE 2  o 

5.  PETITE  VALSE 2  o 

6.  TARANTELLE      2  o 


LEGENDE   ESPAGNOLE 

COMPOSED    BY 

ARTHUR  HERVEY. 


Price  Two  Shillings  and  Sixpence. 


CANTILENE 

COMPOSED    BY 

ARTHUR  HERVEY. 


Price  One  Shilling  and  Sixpence. 


ELEGIE 

COMPOSED    BY 

H.  WALDO   WARNER. 


Price  One  Shilling  and  Sixpence. 


ROMANCE 

COMPOSED    BY 

H.  HOFMANN. 

(Op.  48) 


Price  Two  Shillings  and  Sixpence. 


RUSSIAN    ROMANCE 

FROM 

"PRAIRIE   PICTURES" 

COMPOSED    BY 

H.  HOFMANN. 


Price  One  Shilling. 


ALLEGRETTO 

COMPOSED    BY 

W.  WOLSTENHOLME. 


Price  One  Shilling  and  Sixpence. 


ROMANZA 

COMPOSED   BY 

W.  WOLSTENHOLME. 


Price  One  Shilling  and  Sixpence. 


LONDON:  NOVELLO  AND  COMPANY,   LIMITED. 

AND 

NOVELLO,  EWER   AND   CO.,  NEW  YORK. 
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Novello's  Music  Primers  &  Educational  Series. 

EDITED  BY  SIR  JOHN  STAINER  AND  SIR  C.  HUBERT  H.  PARRY. 

-...- «.  d. 

i     THE  PIANOFORTE..            ..            ..            ..            ..            ..  ..  ..             E.  PAUER  2  o 

2.  THE  RUDIMENTS  OF  Music             ..             ..             ..             ..  ..  W.  H.  CUMMINGS  I  o 

3.  THE  ORGAN          ..            ..            ..            ..            ..            ..  ..  ..            T.  STAINER  2  o 

4.  THE  HARMONIUM..             ..             ..             ..             ..             ..  ..  ..           KING  HALL  2  o 

5.  SINGING  ..             ..             ..             ..             ..             ..             ..  ..  ..A.  RANDEGGER  4  o 

6.  SPEECH  IN  SONG  (Singer's  Pronouncing  Primer)        ..             ..  ..  A.  J.  ELLIS,  F.R.S.  2  o 

7.  MUSICAL  FORMS  ..            ..            ..         '..            ..            , .  ..  ..             E.  PAUER  2  o 

8.  HARMONY               ..             ..             ..             ..             ..             ..  ..  ..            J.  STAINER  2  o 

9.  COUNTERPOINT      ..             ..             ..             ..             ..             ..  ..  J.  F.  BRIDGE  2  o 

10.  FUGUE     ..            ..            ..            ..            ..            ..  .s    ..  ..       JAMES  HIGGS  2  o 

11.  SCIENTIFIC  BASIS  OF  Music           ..            ..            ..            ..  ..  W.  H.  STONE  i  o 

12.  DOUBLE  COUNTERPOINT     ..             ..             ..             ..             ..  ..  ..        J.  F.  BRIDGE  2  o 

13.  CHURCH  CHOIR  TRAINING..             ..             ..             ..             REV.  J.  TROUTBECK  i  o 

14.  PLAIN  SONG          ..            ..            ..            ..            ..            ..  ..  REV.  T.  HELMORE  2  o 

15.  INSTRUMENTATION               ..            ..            ..            ..            ..  ..  ..             E.  PROUT  a  o 

16.  THE  ELEMENTS  OF  THE  BEAUTIFUL  IN  Music         ..             ..  ..  ..              E.  PAUER  i  o 

17.  THE  VIOLIN          ..            ..            ..            ..            ..            ..  ..  BERTHOLD  TOURS  2  o 

18.  TONIC  SOL-FA       . .             . .             ...             . .             . .             . .  . .  . .            J.  CURWEN  i  o 

19.  LANCASHIRE  SOL-FA           ..             ..             ..             ..             ..  ..  JAMES  GREENWOOD  i  o 

20.  COMPOSITION         ..             ..             ..             ..             ..             ..  ..  ..            J.  STAINER  2  o 

21.  MUSICAL  TERMS  ..             ..             ..             ..             ..             ..  ..      STAINER  AND  BARRETT  i  o 

22.  THE  VIOLONCELLO             ..            ..            ..            ..            ..  ..  ..JULES  DE  SWERT  2  o 

23.  TWO-PART  EXERCISES  (396)              ..             ..             ..             ..  ..  JAMES  GREENWOOD  i  o 

24.  DOUBLE  SCALES  . .             . .             . .             . .             . .             . .  . .  FRANKLIN  TAYLOR  i  o 

25.  MUSICAL  EXPRESSION         ..             ..             ..             ..             ..  ..  ..     MATHIS  LUSSY  3  o 

26.  SOLFEGGI  (Both  Notations)  (or  in  Three  Parts,  is.  6rf.  each)    . .  . .  FLORENCE  MARSHALL  4  o 

27.  ORGAN  ACCOMPANIMENT    ..             ..             ..             ..             ..  ..  ..        J.  F.  BRIDGE  2  o 

28.  THE  CORNET         ..             ..             ..             ..             ..             ..  ..  ..              H.BRETT  2  o 

29.  MUSICAL  DICTATION.    Parti.         ..            ..            ..            ..  ..  ..          DR.  RITTER  i  o 

30.  Do.         Do.            Part  II.       ..            ..            ..            ..  ..  ..          DR.  RITTER  2  o 

31.  MODULATION         ..            ..            ..            ..            ..            ..  ..  ..       JAMES  HIGGS  2  o 

32.  DOUBLE  BASS       .,             ..             ..             ..             ..             ..  ..  ..         A.  C.  WHITE  3  o 

32A.  APPENDIX  TO  DOUBLE  BASS            ..            ..            ..            ..  ..  ..        A.  C.  WHITE  3  o 

33.  EXTEMPORIZATION               ..            ..            ..            ..            ..  ..  ..        F.  J.  SAWYER  2  o 

34.  ANALYSIS  OF  FORM,  AS  DISPLAYED  IN  BEETHOVEN'S  PIANOFORTE  SONATAS      ..     H.A.HARDING  2  o 

35.  600  FUGUE  SUBJECTS  AND  ANSWERS            ..            ..            ..  ..  A.  W.  MARCHANT  3  o 

36.  HAND  GYMNASTICS              ..             ..             ..             ..             ..  ..  T.  RIDLEY  PRENTICE  i  6 

37.  MUSICAL  ORNAMENTATION.     Part  I.              ..             ..             ..  ..  E.  DANNREUTHER  5  o 

37A.              Do.                Do.             Part  II.            ..             ..             ..  ..  E.  DANNREUTHER  5  o 

38.  TRANSPOSITION     ..             ..             ..             ..             ..             ..  ..  J.  WARRINER  2  o 

39.  THE  ART  OF  TRAINING  CHOIR  BOYS            ..            ..            ..  ..  . .      G.  C.  MARTIN  3  o 

39A.             Do.                   Do.                      (EXERCISES  ONLY)          . .  . .  G.  C.  MARTIN  i  o 

40.  BIOGRAPHICAL  DICTIONARY  OF  MUSICIANS    ..             ..             ..  ..  W.  H.  CUMMINGS  2  o 

41.  EXAMPLES  IN  STRICT  COUNTERPOINT.     Part  I.           ..             ..  ..  GORDON  SAUNDERS  3  o 

4IA.             Do.                    Do.                            Part  II.         ..             ..  ..  GORDON  SAUNDERS  3  o 

42.  SUMMARY  OF  MUSICAL  HISTORY     ..            ..            ..            ..  ..  ..C.  H.  H.  PARRY  2  o 

43.  MUSICAL  GESTURES            ..             ..             ..             ..             ..  ..  ..        J.  F.  BRIDGE  2  o 

43A.  RUDIMENTS  IN  RHYME       ..             ..             ..             ..             ..  ..  ..        J.  F.  BRIDGE  o  g 

44.  BASSES  AND  MELODIES      ..             ..             ..             ..             ..  ..  ..RALPH  DUNSTAN  2  6 

45.  FIRST  STEPS  AT  THE  PIANOFORIE..             ..             ..             ..  ..  FRANCESCO  BERGER  2  6 

46.  A  DICTIONARY  OF  PIANISTS  AND  COMPOSERS  FOR  THK  PIANOFORTE     ..  ..  E.  PAUER  2  o 

47.  ORGAN  PEDAL  TECHNIQUE.     Parti.              ..             ..             ..  ..  ..    B    W.  HORNER  2  o 

47A.             Do.                Do.              Part  II.            ..             ..             ..  ..  ..    B.  W.  HORNER  2  o 

48.  TWELVE  TRIOS  FOR  ORGAN,  BY  ALBRECHTSBERGER                ..  ..  A.  W.  MARCHANT  i  6 

49.  FIFTY  THREE-PART  STUDIES  (Both  Notations)          ..             ..  ..  ..    J.  E.  VERNHAM  i  6 

50.  CHORAL  SOCIETY  VOCALISATION  (or  in  Four  Parts,  6d.  each ;  Tonic  Sol-fa,  4d.  each)     I.  STAINER  2  o 
SOA.              Do.        THE  EXERCISES  ADAPTED  AND  ARRANGED  FOR  FEMALE  VOICES    A.  W.  MARCHANT  i  6 

51.  TWO-PART  SOLFEGGI           ..             ..             ..             ..             ..  ..  ..        JAMES  HIGGS  i  o 

52.  HISTORY  OF  THE  PIANOFORTE         ..            ..            ..            ..  ..  ..       A.  J.  HIPKLNS  2  6 

53.  SCALES  AND  ARPEGGIOS    ..            ..            ..            ..            ..  ..  FRANKLIN  TAYLOR  2  o 

54.  SONATA  FORM       ..               .             ..             .,             ..             ..  ..  ..     W.  H.  HADOW  2  6 

55.  A  DICTIONARY  OF  VIOLIN  MAKERS               ..            ..            ..  ..  ..           C.  STAINER  2  6 

56.  ANALYSIS  OF  BACH'S  48  PRELUDES  AND  FUGUES  (or  in  Four  Parts,  is.  each)  ..  F.  ILIFFE  3  o 

57.  APPENDIX  TO  "ANALYSIS  OF  FORM"           ..            ..            ..  ..  . .   H.  A.  HARDING  o  6 

58.  HARMONIZATION  OF  MELODIES        ..            ..            ..            ..  ..  ..    J.  E.  VERNHAM  i  o 

•59.     "BRAILLE"  MUSIC-NOTATION  (To  enable  sighted  teachers  to  instruct  the  blind)  E.WATSON  7  6 

60.  FIVE-PART  HARMONY          ..             ..             ..             ..             ..  ..  F.  E.  GLADSTONE  2  o 

61.  THE  VIOLA  (Edited  by  ALFRED  GIBSON)     ..             ..             ..  ..    '           BERTHOLD  TOURS  2  o 

62.  HARMONICS  AND  RESULTANTS          ..             ..             ..             ..  ..  ..         C.  E.  LOWB  I  o 

63.  BREATHING  FOR  VOICE  PRODUCTION             ..            ..            ..  ..  ..  H.  H.  HULBERT  2  o 

64.  THE  CHCIIRBOY'S  ELEMENTS  OF  Music        ..             ..             ..  ..  GEORGE  J.  BENNETT  i  o 

65.  FIRST  STEPS  FOR  THE  VIOLIN.     Part  I.  (Violin  only)               ..  ..  ..         EMIL  KREUZ  i  6 

65A.  Do.  Do.  Part  II.  (The  Pieces  with  Pianoforte  Accompaniment), EMIL  KREUZ  2  6 

(TO  BE  CONTINUED.) 
•  Published  in  paper  boards  only. 

Any  of  the  above  may  be  had  strongly  bound  in  boards,  price  6d.  each  extra,  with  the  exception  of  Nos.  5,  26,  37,  37A,  and  56,  which  are  is. 

each  extra  :  anJ  Nos.  4JA,  47*,  51,  57,  65,  and  SSA,  which  are  only  published  in  paper  covers. 


